CONDITIONS OF USE FOR THIS PDF

The images contained within this PDF may be used for private study, scholarship, and
research only. They may not be published in print, posted on the internet, or exhibited. They
may not be donated, sold, or otherwise transferred to another individual or repository without
the written permission of The Museum of Modern Art Archives.

When publication is intended, publication-quality images must be obtained from SCALA
Group, the Museum’s agent for licensing and distribution of images to outside publishers and
researchers.

If you wish to quote any of this material in a publication, an application for permission to publish
must be submitted to the MoMA Archives. This stipulation also applies to dissertations and
theses. All references to materials should cite the archival collection and folder, and
acknowledge “The Museum of Modern Art Archives, New York.”

Whether publishing an image or quoting text, you are responsible for obtaining any consents
or permissions which may be necessary in connection with any use of the archival materials,
including, without limitation, any necessary authorizations from the copyright holder thereof or
from any individual depicted therein.

In requesting and accepting this reproduction, you are agreeing to indemnify and hold
harmless The Museum of Modern Art, its agents and employees against all claims, demands,
costs and expenses incurred by copyright infringement or any other legal or regulatory cause
of action arising from the use of this material.

NOTICE: WARNING CONCERNING COPYRIGHT RESTRICTIONS

The copyright law of the United States (Title 17, United States Code) governs the making of
photocopies or other reproductions of copyrighted material. Under certain conditions specified
in the law, libraries and archives are authorized to furnish a photocopy or other reproduction.
One of these specified conditions is that the photocopy or reproduction is not to be “used for
any purpose other than private study, scholarship, or research.” If a user makes a request for,
or later uses, a photocopy or reproduction for purposes in excess of “fair use,” that user may
be liable for copyright infringement.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection Series.Folder

The Museum of Modern Art Archives, NY R+ P




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

iy s Collection: I _Séries.rolder:
The Museum of Modern Art Archives, NY R+ P ‘ 21,1

COLUMBIA BROADCASTING SYSTENM

NHAT'S ART T0 ME? - Program §1

BA‘I'URDAY. OCTOBER 88, 1939
6130 « 63145 PM, EST

CUE: COLUMBIA BROADCASBTING SYSTEM)
sessnsnesd0 BOOONAS sevennns)

ARNOUNCER 3 The Columbia Broadocasting System presents the
first of a series of programs under the
ausplces of the Museum of Modern Art, in New
York City. The title of the serles:

MAN: What's Art To Me? --

i
g

ANNOUNCER: «= And perhaps you'll be surprised at whgt
the Museum says art is to you == you may
discover that you're being exposed to art
where you don't suspect it in our world and
in your life. The commentator for this series
i.'- is Mr. Holger Cahill, Director of Contemporary
Art at the New York Wworld's Falr, and National
I pirector of the govermnment's W.P.A. Art Project.
n ¥r. Cahill is an eminent writer on art, and he
| has figured prominently in the work of the
Museum of Modern Art.

MAN Well, Mr. Cahill -- what is art to me?
]

# o~ I take it you're the man in the street -- the
- CAHILL?
4

average man.
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X 28, 1939
6130 - 63145 pM, EST

CUE: [oo:.unn gmﬂm SYSTEM
seecsesesd0 sOCONAS sovveses
The Columbia Broadcasting System presents the
first of a series of programs under the
auspices of the Museum of Modern Art, in New
York City. The title of the series:

MAN ¢ What's Art To Me? ~--

ANHOUNCER?S == And perhaps you'll be surprised at what
the Museum says art is to you =- you may
discover that you're being exposed to art
where you don't suspect it in our world and
in your life. The commentator for this series
is Nr. Holger Canill, Director of Contemporary
Art at the New York World's Falr, and National
Director of the govermment's W.P.A. Art Project.
Mr. Cahill 1s an eminent writer on art, and he
has figured promlnently in the work of the
Museum of Modern Art.

Well, Mr. Cahill -- what is art to me?

I take 1t you're the man in the street -- the

average min.
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That's right, Mr. Cahill - I'm the business
mAn and the working man -- the solid citizen
with both feet on the ground. The lady with

(PICKING IT UP) I'm the lady of the house,
the wife and mother. I also represent the
wman in business: -- the secretary, the
schooltescher, the salesgirl. Of course, I
know what art 1s. It's something we women
have more appreciation for than men have.

And what 1s 1t?

Why, art, obviously, is painting and sculpture
== the things in the museums.

Yes, and she goes to see them because they're
supposed to be beautiful. Well, I'll tell
you what's beautiful to me. A fine new 1940
convertible sedan speeding along with the top
down -~ that's beautiful. A fishing rod or a
golf club with the right balance and strength
and finish == that's beautiful. Even a good
comfortable chair is beautiful,

Good. We have a starting point. On the cne
side, we see that art 1s the work of the
great painters and sculptors. And on the
other, we see that certaln objects of use -~

& motor ear, a fishing rod, an easy chalr --
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== also turn out to be art, or pretty
close to 1t.

Hey -- I didn't say they were art --

Suppose, Mr. Average Man, we look for a
moment at that automobile you like so much.
It pleases you, not only by its performance,
but perhaps even more by its appearance. It
has design, color, proportion, that satisfy
something in you, give you a feeling of
pleasure.

Sure, but 1s that art? -- that's just good
manufacturing.

Yes, but any problem of line and form ane
color and proportion is an artistic problem,
and its successful solution 1s art, Let's
bring 1t closer to home -- let's take your
home itself. |

I've got you there -- I know that's
architecture.

Yes, and architecture has been art since
time began. There you are with art at the
very center of your life. Whatever there is
in the appearance of your house that gives




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
R+ P 205

The Museum of Modern Art Archives, NY

-4-

you pleasure =-- you are indebted for it to
art and to artists. You may think that art
is the least of the elements in your l1life.
Actually, 1t's present in your life at every

turn -~ touching, affecting, influencing you
in countless ways .... (PADE)

This color on the wall will make the room
pleasant to live with -« calm, relaxing --

The tones in the fabric give you a related
harmony -=-

If you print the ad in this typeface, it will
be graceful and clear -- easy to read (FADE)
and pleasing to the eye ce..

(coMING ON) This isn't at all like the chest
of drawers we had when I was & girl, That
one had a lot of carved ornament -

Yes, but we have eliminated superfluous decora-
tion. We give beauty to the chest by bringing
out the natural grain of the wood. The wood
itself 1s beautiful: -~ styles of decoration
can change, but the beauty of the wood will
(FADE) endure always ... You would lose that
if 1t was carved up in ornament...
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(coMING ON) Well, look here, don't you
make & cash register like the ones you had
in 19267

No, our models have been redesigned -~ they
have simpliclity combined with convenience
now, (FADE) less bulky, better looking e.e
more practical.

FILTER OUT

THE FOLLOWING AT A GOOD TEMPO, BUT LOW VOICE
AND NO EFFORT AT ANY PARTICULAR EMPHASIS,

Furniture, textiles, jewelry, pottery --

Metalwork, glassware, kitchenware, bathroom
fixtures ==

Advertisements, photographs, movies, stage

sets --

Your home, your office, your street car,
your schoolhouse ==

Your church seee

In all these things and places and ways, the
influence of art and the artist reveals it-
self. The materials of art may be paint ard
canvas or stone -~ the object may be a painting
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or & statue. But the materisls may slso be
metal, wood, glass, or clay -- amd the ob=-
Jecta pots and pans. As soon as man seeks
to give a thing shape and significance and
purpose == art bobs up in the world. It may
£0 unrecogniged, it may be called by another
name. It may be inferior art, in fact it's
often bad art. But it's there just the same
== & member of the same famlily as the great
masterpleces.

Well, how are we supposed to know that all

these things can be art? Nobody ever gives
pote and pans credit for being art -- it's

only the painting.

Not at all ... Madam, in your visits to the
museums, haven't you found other things there
besldes painting and sculpture?

Oh, yes -- many things. I find Babrics,
furniture, household effects, jewelry,

costumes, vases.

0f course. HNotlice that list. It's a list

of objects in an art museum, <« but it could
Just as well be the list called out by the
elevator operator in a department store, as he




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
R+ P 200

The Museum of Modern Art Archives, NY

e

takes you np' to your floor. The parallel

is clear -- originally, those things weren't
made to be art treasures in a museum. They
were made for the every day use of every day
human belngs.

Well, Mr. Cahill -~ then a lot of things
around me are art, although I didn't know it.
That part's fine. But how about the work of
the modern painters. What has that got to
do with my life?

That involves a little history about the
rules and definitions for palnting in the
19th century. -- At that time, professors,
writers, philesophers, clergymen, even
government officlals, laid down the law, and

lectured the artists on what to paint....
Pe A,

Painting should plcture inspiring stories --
Painting should elevete morals and conduct --
Painting should imitete nature and cast a

vell over life's unpleasantness -- Painting
should copy the old masters ...

Pe A

But what did the painters themselves think?
In Paris, which had become the world's art
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capital, a group of artists in the 1880's
and seventies declared themselves more or
less in this fashiong --

Pe Ae FILTER

(FIRMLY) Painting should concern itself
only with what we see,and what we see are
effects of lights, Form is shaped by light,
Color is an effect of light.

Ps As OUT

These painters were called the Impressionists,
The names of their leaders are now famous in
the history of art -- Manet, Pissarro, Monet,
S8isley, Degas, and Renoir. Closely related to
the Impressionists' group was the tragic Dutch
genius, Vincent van Gogh. The Impressionists
originally burst on the world like incompre-
hensible revolutionaries -- and the spokesmen
of the established theories of art launched
violent attacks against the newcomers. But
the work of the Impressionists mmiod o
strong attraction for artists everywhere. The
artists felt more and more that it was the
painter who should decide what painting was,
and that it was absurd for the artist to sub-
mit to the opinions and theorlies of outsiders
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who had never put paint on canvas. Shortly
after the Impressionists, an even more ine-
fluential figure took the field -- Paul
Cezanne, the great father of the modern
painters. He sald in effect:

We should not be led astray by superficial
appearances. We must reduce our work to the
simplest, most elemental, most enduring forms.
We must rediscover the basic laws of art.

The modern movement stems from the influence -
of Cezanne and the Impressionists. They set
in motion the artistic independence, research,
experiment, and highly personal expression that
characterise the painting of our time. Free
experiment, free expression, was the demand

of the young painters. For example, Paul
Gauguin, who rebelled against the Impression=-
ists, taught his followers:

"How does that tree look to you? Green? All
right, then use green, the greenest green on
your palette. And that shadow -- & little

bluish? Don't be afrald - paint it as blue

as you can,"

The research of the palnters grew bolder --
their expression more individudl and uncon-
ventional. And soon in the Cubist and
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abstract painting of such men as Ploasso,
Braque, Duchamp, Kandinsky, and the Americans,
John Marin, Marsden Hartley, and Max Weber, we
saw the most daring, and ambitious experiment
in the history of painting ...

If the flowing lines of a countryside give
pleasure, why can't there be pleastre in
lines along, without reference to any natural
object? Let's eliminate natural appearances
entirely. Let's see what results we achieve
by painting abstract forms simply for their
own sake, thelr own values and interest and
meaning as pure shape and eolor ...

Inevitably, such painting puszzled and bewildered
the publies. It had no relation to our familiay
ideas about what painting should be. The artists
were painting on the principle: "Never mind what
people think about painting -- what do I think
about it? What does painting mean to met”

Well, that's the point. What right have they
got to that freedom? For hundreds of Yyears,

we have painting everybody can understend e

then, nlo:nmdm.m-odomomum
and paint as nobody ever did before.
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On the contrary, the entire history of palnting
is a history of upheavals and renewals. Today

we all accept Rembrandt as a great classic painter
== in his own day, soclety shunned him, sccused
him of wilfully distorting true art. Change 1s
constant in art -- art survives on new perception
and fresh insights. Today's experiment becomes
tomorrow's tradition, and new experimenters arlse
to reaffirm the eternal stubborn individualism

of the artist: --

Pe As INt

That may be all right for other painters -- but
that's not the way I want to paint 1t ...

Pe Ae OUT:

All right, then == they've got thelr freedom.
But if I can't understand 1t, why should their
work mean anything in my young life?

Put how do you know you can't understand 1t?
Suppose it 1s different -- why dismiss it off
hand? Teke a little time with 1t -« Maybe it

can say something to you -~ show you new ways
of seeing things -- add to the sum of your pleas-
ure and interest in looking at the world., NModern

painting is an adventure =-- a challenge to new
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experience. Every year, the public for 1t grows
larger -- its appeal increases «..

And now this program will present a couple of
personal expressions on the subject: "What's
Art to Me?" 1In the studic with us are Nelson
Rockefeller, Sl-year-old president of the Museum
of Modern Art -- and Ernest Fiene, distinguished
American painter -- and Mr. Cahlill is going to
interview them.

Suppose we start wl th you, Mr. Rockefeller.
You're a young man to be the president of a
museum. How did your interest in art begin?

Well, my mother has always been interested in
art, and I more or less grew up with it. I
used to hear discussions and plans about art at
home. I was exposed to art. The assoclation
stuck, I found I liked it.

And how do you answer this program's question:
"What's art to me?"

We've all heard the point of view expressed by
our friend here. He's been arguing with you that
art should mean something in his life, if he's
going to enjoy it. Well, I agree with him,
absolutely. I'm interested in art that relates
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to the life of our own day -- that expresses
the spirit of our time: -- art that lsn't
cloistered and set apart: -- art that includes
the house and the motor car, and the rest of
the things you've been talking about as well
as peinting end sculpture. To my mind, that's
the way art can be made to mean something to
the individual.

Yes, that's where we stand -- art should be
pert of the materials of living.

Thet's right. The true enjoyment of art is
more than & vague and dutiful respect pald

to the traditions of the past. At home, when
we put & plcture on the wall, I'm not so much
interested in 1ts historical value. I'm more
interested in the pleasure it gives -- the
contribution it mekes to the room and to the
house. But what attracts me most about the art
of our time is its vitality -- the way it

explores new possibilities end makes use of new
waterials.

And as president of the Museum, you've had a
hand in doing something sbout these new
possibllities.
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Yes, that's what I like best about the
Museum. The Nuseum o.t Modern Art is trying
to make the art of today useful and enjoyable
to the public of today. Our contemporary arts
need not walt fifty or a hundred years before
they are widely appreclated. For example ==
take the motlon pleture, which is specifically
an art of the 20th century. The Museum is
meking & complete collection of film master-
pleces. The purpose of this collection 18 to
preserve the great achlievements of the movies
and establish their artistic importance. We
show these films at the Museum and they are
sent all over the country, to students of the
art of the film. The Museum does the seme with
the other arts which might be overlooked by
traditional standards: -- industrial design,
for instance -- the photograph -- modern
architecture -- in fact, all the highly
significant art forms which modern man has
developed for himself. And, of course, the
masterpleces of modern palnting and sculpture.
I think it's lmportant that all forms of art
reach the public -- 1t's lmportant that we all
know about the flourishing art of our own day.

And you enjoy having & share in this work.
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To be frank, I get egreat kick out of it.

Thenk you, Mr. Rockefeller. And now -- Ernest
Flene. Two weeks ago, Mre. Plene was one of
the prize winners at the Annual Carnegle
International Exhibition at pittsburgh. He
has been & noteble figure among contemporary
American palnters for more than two decedes.
Kow, on this program about what art 1s to
people =~ we'd like to hear what 18 1s to the
man who actually does the work. Suppose you
glve us an artist's point of view.

Well, I'd like to compere art to a stream of
water. If it stands still, then lnevitably
it will stagnate. That ls what happens when
art degenerates to & merely lmltatlve process
-- when it's satisfied to copy some older
traditional concept. It grows stagnant. To

be a living stream, 1t must move on continuously.

The more turbulant it 1s, the more expres:zive of
vitality.

And ert in modern times bas certainly been a
turbulent stream.

Yes - that's a healthy sign. You remember the
early automoblle -- say thirty years ago. In
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deslgn, that automobile resembled a horse
drawn carrlege. It reflected an early tradition
of what & vehlele should lock llke. But 1t
didn't answer the needs of the sutomoblle --
because the automoblle differed from previous
vehicles and hed speclel characteristics of its
own. In short, the designs thet were all right
for earrlages in the 19th century, couldn't do
for automoblles in the 20th century. It's the
same through the arts. In each pericd in
history, the artist feces new problems, arising
from the condlitions of life in that period —-
new ideas, new elements eand forces in the
artist's environment. As a painter, I cannot
moet my problems with old concepts that do not
express the new conditions of life. If I turn
to tradition, I see that each past age of great
painting solved its problems in its own terms.
Tradition sets me the example to follow my own
intultions and understanding -- but it cannot
glve me prescriptions and formulas to do my
work. Traditlion does not make the artist --
on the contrary, it 1s the vision and imegina-
tion of the living artist that revitalizes
tradition.

You bave been listening to; "What's Art To
NMe?" a CB3 program under the susplices of the
Museum of Modern Art, in New Yorke. .. Next
week at this same time, CBS presents another
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"What's Art to Me?" program, with Holger
Cehill as commentator. If you enjoy these
broadeasts, we think you will also enjoy the
CBS network series: "So You Think You Know
Music,"™ broadcast Sunday afternoon over many
of these stations. speaking.

This is the COLUMBIA ... BROADCASTING SYSTEM.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY R+ P 2.1

. -8 ¥
¥y Uu:}vala BROALCASTIN
MEAT'S ARD TO ME: FROGK

SATURDAY
G ov L

L




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
R+ P =30 15|

The Museum of Modern Art Archives, NY

ﬁ.,q.-?" -u:l »&.-L}/ L brand




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

R+ P

b 3l |




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

R+ P

2’.‘




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

R+ P

2'-{

QARILL:
(CONT)




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
R+ P 21,1

The Museum of Modern Art Archives, NY

o 305} 34

z‘l o ‘', H\‘\)&Aéﬁ.l{— Ao e, dfdr-(f’}y(&;lf ,Z:M_ﬁg«,j )’!'\‘—-f(/-L

-

)1..(‘u. .,_Eub-lafz‘_’t.-f—-a




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

R+ p

2051




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

R+ P

2051




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
R+ P 20,1

The Museum of Modern Art Archives, NY

(oo fo esfoite s 23Ty beip ) L)
bat-ques. \tﬂ;—-c‘—”_— tlon of
e e iddle fzzmuwt;?“___mk@t

I o




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
R+ P 200

The Museum of Modern Art Archives, NY

VOICE: Complicated shapes and pat
{CONT D)

wilith thes hand tcol bu




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

R+ P 20,1

WHAT'S ART TO ME

O SATURDAY NOVEMEER 4 1939

There 1is
machine
machine
within th
afford

are
comment
Sheseler

give Y18 &

i 11 i
FeW 0

. Bes et i AT
réd saerbac!

Niias

one polint

art hen

on moedern-machine desi
dletinmished

artlist's

of particular importance

] . , -
wo do get gonod

&

American p

point of view

rresent

(Lay

o vt dé"?,f'ds_.r.et- ”;;;.A.rja J(."s P ap
TN N s B S TP ALt
f;f'- C-_lt:l.(‘;'u_..

for M cw_lf,cf,& — &t nd




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
R+ P =

The Museum of Modern Art Archives, NY

That's pretty lmpressive

modern desim in factory product

BE0omé ten veara

A vy
sl

desi




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
R+ P =z

The Museum of Modern Art Archives, NY

It begins where any good

begina Use is the firat

nineteenth cent

stlck petternos oato
whether or not

they

what they imagined waa

tn




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY

R+ P

Z1.1

Yes that's ri

coflfes pot was somethi

would be a

bttt




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

R+ P

e

AUER BACH 3
(Contiouned)

— = 4
el wr =1




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY R+ P 2]

16

> il

Will you add to that Mr. Shecler? /’

Well == there's the matter of ornement It/,'_d/
pwe to deslgn ornsment that addas gp’fnterestlng
contrakf on a surface, or brings out,'t;llm structure
of an ob;jor}{\ That's good design - for example

(GIVE EXAMFLE L-a-.-::j, EwcEes) Aut more often you'll

find thet crnement s simply imposed on an object to

concesgl & weakness ‘fo-}."'c%_an peint over bed wood or
metel to hide poor quality \"‘Hg_nest material nasds
no disguise: there's an innate 'n&"au_’%y in ell
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ANNCUNCER: You have been listening
Columbia program under

Modern Art in New
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Paul GCezanne
f, and the Modern Spirit
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a program
in the series

WHAT'S ART To ME?

I'res
MUSEUM

iented by the
OF MODERN  ART

and the COLUMBIA
BROANDCASTING SYSTEM

WABG on
atl 6:30 p.

nyer

Saturdays .

Announcer: “What's Art to Me?"—a pro-
gram  produced by Columbia, under the
auspices of the Museum of Modern Art
in New York. What does art mean in
the life of the average individual 2—well,
perhaps much more than we gi credit
for. Anyway, that's what the Museum of
Modern Art thinks—and the man who
tells us about it is Holger Cahill, director
of the government's WPA Art Program,
and one of America’s eminent writers an
art. Mr, Cahill,

mi, caniL: Our |Ir|_'l'itll1~ Programs
have commented on how art slips inteo
the life of the average individual, even
when we aren’t looking, or havent in-
vited it. Today, we're going lo reverse
the idea, and hear something abont what
art means 1o those individuals who are
most conscious of it—that is, the artists
themselves. We eall today’s program
“Paul Cézanne and the Modern Spirit.”
Paul Céza was 4 French painter, horn
in 1839, died in 1906, He is perhaps the
greatest master of modern painting, and
he exemplifies the way the modern art-
ist approaches the problems of his work,
Well, that seems to call, fiest of all, for
<ome idea of how the modern artists do
work. What are they after—these people
who ereate that distinetive, dynamic. con-
troversial art we eall modern? To answer
that, our program presents four distin-
guished Americans in four different fields
of art. They are Russell Cowles, painter;
William Zorach, senlptor: Philip Good.
win. architect; and Ruth Reeves, a tex-
tile designer who is also widely known
Miss Roeves, suppose

for lier paintings.
Presumably

we start with you.
alter in vour work is good design.
volved in working ount @
textile design in the Iilill]t{'ll way?
wmiss nepves: To b with, Mr.
Cahill, ng that I see in the world
alsout
form or rhythm,
I want to express that. If
I think it \-JII make a painting, I put it
If T think that canvas will

what

vou're
Now what'

somel
me starts me off. It may b
or lines or color rela

on  CAnvaE.
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Seated around the table in the studio of the Coliembin Broadeasting System

are, left to right, Philip Gaoodwin,

signer; William Zorach, sculptor; Haolger Cahill,
and Russell Coeles, puinter

Broadeast series:

make
falivie,
MB. CAHILL:

a textile, then the teansfer is o a

Well then, do vou copy
what you =

Miss REEVES: No—I've
what’s significant, arresting. Suppose my

gol to select

design starts with a tree branch, T don’t
every leal and twig and shadow
. but the underlying structure of that
tree. | concentrate on that—and eliminate
what 1 don’t need. But it's still not fin-
ished at that point. Remember, I want
to teansfer my design to a textile. 5o 1
must muke the design with its application
in mind, and the use to which my design
is to be put influences me tremendounsly.
s, cAHILL: Thank vou, Miss Reeves.
And now you, Mr. Goodwin, what is the
maodern architeet™ approach to his work?
ME cOODWIN: We want to ereate an
architecture that fits th 1
time. Our age has possibili nd sets
problems that architects have never had
to meet hefore. It has required new ways
of designing and building.
iz And that is why the new
we looks different?
an. coopwin: Yes, Take one simple
example of the kind of thing we have
the pre

wiant

of our

to consider in architecture
of windows
house—a= much

That's some

to have sunlight in the
sunlight as we can gel.
that ]wn|||l' never used to bother o

They preferved privacy, or they
out for fear it

much.
wanted to keep the
would fade the carpets.
mand for sunlight in our houvses r
a whole new approach to the de

results in windows  that

Back of any i

windows—and

look different,

architect ;

But tod: dis-

Ruth Reeves, industrial de-
commentator on the

Mi. cAHILL: What would you say was
the difference between  working  with
modern architectural designs and  with
traditional designs?

si. cooowin: I s traditional, the
t’s problems have alveady heen

d solved for him. He finds a
design out of the pust, and adapts and
applies it for use today. His chiel con-
sideration is how the building will look.
But if the architect works in the modern
field, he will start from seratch. He re-
turns to the fundamentals of architecture.
He is given a space which is going 1o be
lived in, and wsed, in a certain way. He
tries to plan this space so it will give the
best use and the most satisfactory livi
and he works up from that to how it’s
going to look when it's finished.

MR, cAMILL: And now we inquire of

| r. Mr. Cowles, what are
vou after most of all in your work?

an. cowres: Well, Mr, Cahill, it may
sound a little heavy, but what T try for
are struetural design and the relations
of form in spa

mi. cAHIL: That does sound a linle
on the complicated side, Mr. Cowles—
but let’s see if we can get to the hottom
of it. Now, most of our listeners are sit-
ting in rooms where there’s a chair or
two in full view. Suppose you tell how
you'd look at a chair 1o bring out the
deep, dark structural
and form in space.

M. cowres: Well, let's ¢ i's an
upholstered easy chair. We may think we
filled with the color and
pattern of the upholstery. what
many people would call th 1 g
pearance of the chair, and they'd think
it ought to be painted that way. But that
isnt where I'd begin the painting,

o the chair itself didn’t start with

arch

tested

secret of design

see an outline.

T

17
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either the outline or the upholstery. They
came last—and they are not the chair a1
all really. Ii we examine the chair to see
what it really is, we'll see that we're look-
ing at a structure, IU's made up of solid
forms—it goes mp and down, back and
forward—it has three dimensions—it oc.
cupies space. So I organize the painting
to give the feeling of structure and space
and solid volume. That way I believe I
a real sense of the chair
ver come from copying the

communic

s capme: And now, Mr. Zorach,
will you tell us about the modern senlp-
tors approach?

sit, zogacH: Well, Mr. Cowles and
5. The
1 be the
the pos-
s« of working in stone, as opposed

nt and canvas. The ¥ [

I agree on principle and obje

o p
work of art is what it expresses and o

mu

\ that the artist wanls to transmit
1o the observer.

s, camiee: Thank you, Mr. Zorach.
Now we've heard four maodern artists dis-

cuss their work. In all the comments we
ples and objerc

notice that certain o

18

tives are repeated. All stress their drive
toward the fundamentals of their art,
Back to fundamentals! —to underlying
structure. They want to solve their prob.
lems from the ground up. They question

and  reject surface appear : they
probe, they exam in continuons
search for permanent values . . . Where

did thi= modern spirit come from?
al the modern
spirit was | n=k the m

in the str

vou're aplt to hear some -
VOICE OF MR AVERAGE MAN: Well,
speaking a= the average man, Mr. Cahill,
my compla ithout modern painting is
that it doesnt look like s
Il before.
sit, cArinL: And vou think the pain.

ing we had before—the work of the old

er=. for example—is the way pa
ing should look?

VOICE OF MR, AVERAGE MAN: Spre

the old boys, they knew how to paim

s, caHILL: Fine. Now here's the

. the mod-

cateh, Strunge a3 it may see

ern painters agree that the old masters

the seeret of good painting, Here is
way that Panl Cézanne,
. expressed the goal of

more or less the

the great pion

volcE oF cEZANNE: What | want to
do is make something that will be solid
and enduring . . . like the art of the
old masters.

mi. camier: Yes, Paul Cézanne be-
lieved in the old masters, and tanght
hi= followers to return to their prin-
ciples. Now, how is it possible that mod.
which seems to us so unlike
n= to be related to it? That
ws from a difference of

was like., Mr. Average Man
what do you think the old masters were
after in their work?

VOICE OF MR, AVERAGE MAN: Why—1
goess to paint things exactly as they are.
That’s what people used

great virtue of the old
zanne had a different ver-

MR, CAHE

greatness. He put it more
or less in this fashion . ..

vorce oF cezanng: The old masters
did not take nature as they found it
They organized nature they selected
what  they needed from nature, and
changed it to suit their own purposes.
The old masters are great becaunse they
bronght order and design into natore

. and that’s what we must do in our

paintings,

mit. caHint: Order and design: the
veturn to fundamentals. The artist who
is going to create his own world-—as the
old masters did—must know the

lying structure that gives the n
of any form thing we see.
plied to all vi
was a painter—not a sculptor.
not an architect, not an industeial de-
signer—but his approach to the ere
problem was universal. We have ale
heard four modern artists discuss th
way of working—their approach to their
art, Now let’s hear what 1 approach
reflects of Paul Cézanne. Qur p :
Mr. Cowles, is naturally closest to Cé-
anne’s work, What do you find most sig-
nificant in it, Mr. Cowles?

Mi. cowLes: Well, Mr. Cahill. to me,
everylthing he did is significant. But
there's an aspect of his work that may
interest for our liste
' t only something he to
the modern painter, but it’s o quality

principles are
Cézanne

z

hecause

that has held a strong appeal for the
And among the qualities they
You see the
me's pic-

is the sensze of space.
in the world of Cé
*¢ have breadth and depth, as they do

in the real world. He achieves that with
design—interweaving a b ful rhythm
of form and color that carries the eve of
the abserver with it

win. caHmL: How about vou, Mr.

senlptor feel a re-

h. Do you as
lationship to Cézanne?

mu. zorackH: Yes. Like the painters,
we senlptors used to think that if we
copied the surface appearance of things

W hite me
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Above: “The Housatonic” Oil painting by Russell Cowles
Currently shown at the Kraushaar Galleries

Right: “The Nude” Textile panel by Ruth Reeves
Hand-printed on ravon marocain
Courtesy F. Schumacher & Co.

But Cézanne tanght us to look for the
structure of things, and their basic form

and this form was essentially a very
simple t For example, in represent-
ing a4 man’s torse, Cézanne showed that
the important thing was not the mark-
ing of the ribs or muscles. He opened the
eyes of the artist to see that fundamen.
tally the torso was a squarish block, and
the quality of squareness and blocky
solidity was what the artist had to con-

vey first,

mu. cAHILL: Yes, Mr. Zorach . . . he
opened the eyes of the artist.

s zomact: Well, in my own case,
my debt to Cézany
sible. He practically led me i
Iy, 1 was a painter, i
1 felt the need for more

as direct as g

ture. Origi
as I went on,
solidity and veolume in my work, When
1 was finally introduced to Cézanne, 1
caw that his paintings had the secret of
the three dimensional quality. 1 began
experimenting  with  three dimensional
form in various ways, including sculp-
ture— and 1 soon found that seulpture
rest for me than
d painting and be-

1 more i

had so n
painting. that I stopy
came a sculptor

l'|!'.
And vou. Miss Reeves,
1 hetween Cézanne and

relati
il design?

siss mEEves: Well, first I'd like 1o
make a comment about artists in gen
eral. In the modern arts, we don’t con-
sider that it's the medium that makes an
artist. A certain skill in drawing and

painting doesn’t automatically guarantee

December 1939

Page Opposite: Museum of Modern Art in New York
. Goodwin & Stone, Associated Architects
White marble, blue tile and glass, Front and rear walls principally gluss

Warts Nras, Photo

Corten & Siegler Photo

that one i an artist st all. The impor-
tant thing is the creative v

s caniLt: That stresses a
tunt thing about the modern spir
arts, Miss Reeves.

Miss nEEVES: Cezanne’s showed us the
difference between copying and origi
ing—und that’s the difference between
life and death in the arts. In industri;
design, particularly in Trade Des
have in America more than our share
of copyists and stvlists. But what makes
present-day industrial design so promis-
ing and so exe g is the ay
the ist designer—the cre

n the

gn, we

wranee of
or. Il the
n factories are beginning to pro-
le us with beantiful things for use in
it is I 2
ator is growing in importa
dustrial field.
s, caHiiL: And now, Mr. Goodwin.
i, coopwixn: As for any archi
tural parallel with «
qualities, Cé

our evervday lives

nne’s pa
ized simplifi-
city i= one of the hall-
marks of modern architecture, The pio-
neers of modern architecture in the late
Nineteenth and  early Twentieth Cen.
turies felt 1 buildings were becoming

cation-—and =i

swamped in decorative ornament  and
meaningless details. Our leaders urged a
return to the essentiols of architecture

. they said, that, first of all. a build.
should fit the pury
i= intended. So in arch

so for which it

fture oo, You
of getting
ls. Ce-

inls with

see  that

modern  prin
down 1o underlyi

zanne wanted to combine s

CHILD WITH CAT BY WILLIAM ZORACH
Courtesy Museum of Modern Art

Salehi Sunami

beauty—and  that's  what  the modern
architect and all modern artists try to

do. To my nd, that’s the mear

modern spirit in the arts.
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The Stuff of which Masks
are Made
Masks are made by applying strips
0.{ water-soaked paper and adhe-
sive to a wax-modeled face and
head, tamping the paper into con-
tact with the wax and permitting
it to dry. If carefully done. the
mask approximately duplicates the
model and is practical for wearing.

At first try something simple.
Don’t attempt hair or ears until
vou have had experience with the
face alone.

Modeling wax. the non-harden-
ing composition known under a
variety of trade names, iz built up
over a base form of plaster of Paris
or wood, which is somewhat
smaller
ments. Enough wax is applied over
this base to make the modeled face
the same size as that of the wearer.
Use vour fingers and the regular
sculptor’s modeling tools. Wire
hairpins are very useful tools.

In making the base, remember
that it should have no under-cut-
ting to hamper the removal from
the wax later. A box or a cut-down
hat form will serve. To prevent the
wax adhering to the hase. cover it
with & cloth with as few wrinkles
as possible. The purpose of the
hase is. of course. to save modeling
wax. It would take a large quantity
to build up the head of wax alone.
When using a proper base, four
pounds of the wax should suffice.

It might be a good plan for the
beginner to start with a miniature
mask. in order to become ae-
quainted with the process and
make his first mistakes on a small
wale. An inverted teacup will serve
picelv as a base for this small ex-
periment.

After
complet
work on the mask itsell.

Excellent masks can be
from the cheapest of materials that
are within the reach of everyone:
newspapers and ordinary wrapping
paper. These are the nearest ap-

proach 1o pure wood-pulp.

the modeling has  been

ed. vou are ready to begin

In using newspaper only, it is
o have both white and

-l:l-l‘l & are

advisable t

some  sport

colored

20

than the head measure-~

How to Make Mashs
DOANE POWELIL

In our November 1937 number we printed an article,
“How to Make Masks” by Doane Powell, well-known
creator of portrait masks, character masks, beauty masks
and masks for a dozen purposes. In that article Mr.
Powell described the method by which he makes these
masks in his own studio. We now reprint the instruc-
tive portions of his article jor the benefit of readers
who may be incited by the masks shown on pages 22
and 23 to try their hand at this fascinating craft. We
have Mr. Powell's promise to let us reproduce, later,
some of his most recent masks,

DEMONSTRATION MASH

B is the base. This is one of several specially designed
bases which Powell has constructed for heads of dif.
ferent types and sizes. For nen-professional work one
can get along without these special bases,

(. is the cloth between base und wax to prevent adhesion,
{t W e see a portion of the wax modeling, left exposed
to show its relation to the base and the newspaper cover.
ing.

The first newspaper laver is shown at I

The wrapping-paper layer (21 has been left partly un.
covered to show its relutéion to the two lavers of nmos
paper

The second newspaper layver is shown at 3 lapping over
the wrapping puper,

thove this final newspaper laver the entive head hax

been sandpopered and painted (40, Only the right side

al the lace has been finishod.

pink or buff colored-—as the use ol
alternate building up
laver over laver. makes it easier to
distribute properly the strips and
secure complete coverage. Want
Ad Sections are better than those
pages containing large type or piec-
tures as they tend toward better
adhe

Ordinary wrapping paper or
paper bags such as the grocer uses
will do for the inside or middle
layver. For girlish or delicate fea-
tures a light weight wrapping
paper should he selected.

Tear cutl  your paper
into strips  about three hy =ix
inches, Then soak in water until
thoroughly saturated or water-
logged. *wWEpaper  requires  at
least one day of soaking: wrapping
paper two days. If wrapping paper
is thoroughly manipulated with
the hands, rumpling it up to let
the water in the pores, it will then
be ready for use after three or
four hours. You cannot do this
with newspaper. '

It is best to place each piece.
one at a time, in the water and lay
criss-cross to allow better penetra-
tion and facilitate separation when
it is time to remove the strips from
the bath.

colors in

(never

Applying the Paper

The first layer should be of news-
paper —without any paste: paste
will make the paper adhere to the
wax and prevent the remeval of
the mask from the model. The
soggy  strips should be applied
carefully to eliminate air bubbles
and wrinkles and they should be
tamped down with a stencil brush
to make them fit smoothly and per-
feetly all the subtleties of the
modeling underneath. Tear paper
into smaller picces to fit around
the eves and nostrils. For these
small indentations and details o
smaller brush is needed: an ordi-
nary bristle hrush such as artisks
use is suitahle.

After this first layer of news-

paper has entirely  covered Ih~

model twith sufficient lapping of
the strips) apply library paste with
the fingers or a brush, withont
diluting the paste more than is

Continued an page 30

1re Instruction
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The drawing of the human head and figure is gen-
erally considered to contain the most difficult and
subtle problems for the skill of the artist. Personally
I very much doubt whether the human figure is more
difficult to draw accurately than the inside of a
forest or a complicated cumulus cloud. At any rate
it is a far easier thing for the critic to make nasty,
rude remarks about, and so the human figure is ac-
cepted as the eriterion of good drawing. If you can
draw the human figure, well, you are supposed to
be able to draw anything.

One of the chief obstacles to drawing the human
figure well is the little that we ever have to do with
it. Unless you are a member of a nudist colony you
hardly ever see the human form divine in action—
and sometimes then it doesn’t look so frightfully
divine. Even if we join an art school not all of our
time can be spent on the figure, and anyway that is
the figure of a tiring model stuck up on a throne.

If we belong to an art class we get about one-
twentieth of our model, we must be content with the
position that falls to our lot, and we must stay ex-
actly the distance off we have been placed. The same
obstacles rule for the portrait classes. So in place of
the high pictorial enthusiasms which can be got out
of the still life or landscape—in which cases we are
always making pictures to the best of our abilities—
we get the feeling that we are making studies (nude
or portrait) and a full half of our natural pleasure
and enthusiasm has vanished.

No student, and this applies with especial force to
the beginners, should be expected to draw a pose
that does not delight him. Every time that he u]r:nfe
an uninteresting pose, from a sensc of duty, he is
doing definite harm to his personal subtle sense of
beauty. he is weakening his powers of appreciating
beauty in pose and is learning to work wi_llmul that
timulus of a keen response to heauty which should
be the core of all artistic expression.

December 1939

This article is from “A Stepladder to Painting” by Jan Gorden®.
As the name implies, the book is addressed to art students and to all
who wish to learn something of the technic of painting. The volume
admirably achieves its aim, for it is among the best of those books
which attempt to reveal the creative processes and insiruct the be-
ginner who has put his foot on the first rungs of the ladder to graphic
cxpression.

In painting one of the prime sources of inspiration
is the queer feeling that the subject is “yours.” You
have enclosed it in your mind. you have absorbed it
spiritually and are going to transpose it into art.
This sense of your spirit enveloping the subject
comes naturally and instinctively, But in an art
school this capacity of “absorbing™ the subject is dif-
ficult 1o attain. The model belongs also to twenty
other students. Mentally, subconsciously and tele-
pathically they get in the way. The more sensitive
you may be the more conditions in an art school
seem difficult,

Even if vou can persuade friends at home to sit
for the portrait or head, conditions are not much
casier. The friend may agree cheerfully enough but
he very soon gets bored. Small blame to him, for of all
horing businesses this of sitting to an artist is about
the limit. You can feel their horedom ouly too pain-
fully. This hampers you.

There may often be details which you would like
to cxamine closely. Say a young lady is sitting to
vou. She will begin to feel bashful if you want to
examine too intently the structure of her eye.

In fact she probably won't allow you to make a
really satisfactory analysis: she will shut the eve.
turn away or box vour ecars. The obstacles mental
and practical before an earnest student of the human
form are many and irritating.

We can’t all he as domineering as old Cézanne who
growled out to a fidgety sitter: *( Mh, why can’t you he
like an apple?” Continued on puge 37

*Groenborg: Publisher, Inc., New York 15
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COLUMBIA BROADCASTING SYSTEM

WEAT'S ART 70 ME - PROGRAM

SATURDAY , NOVEMBER 18, 1939

G0-GLE

(COLUMBIA BROADCASTING SYSTEM)
(l-ooo--o *0 seconds o-aooqo.)

The Columbis Broadeasting System presents s..

What's Art to le -=-

=== & program produced by Columbia under the auspices of the Museum of
Modern Art in New York. Every week, WHAT'S ART TO ME looks briefly at
some phase of modern art that touches end influences the life of the
average man.  The man who tells us about it is Holger Cahill, the director
of the Government's Federal Art Progrem. He is one of Americe's eminent
writers on art, end he has figured promirently in the activities of the

¥useum of Modern Art. Mr. Cehill:

Tonight our progrem is devoted to an art which has & lot to do with our
everydey happiness -- or lack of it. It's the art of domestic architecture --
the design of the house. In our time we have seen the rise of a new

domestic architecture -- the so-called"modern™ house, with its radical
departures from traditional styles. Now we often find that the average

men is & little uncerteain about the modern house. It seems to reise

gquestions in his mind.

Yes, it does with me, Mr. Cahill. 1I'm John Henry Jones == just enaverage
man -- and I have my doubts about this new architecture. You see my wife
thiwk likes it, and this year she went overboard entirely and we moved inte

e completely modern house, Well, maybe it's all right. &ut somehow or other,

I don't get wheat these modern houses mean. FHow did they get that wey ?
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Why must they look so different?
Well, Henry, one explanation is that they reflect the modern way of livinge

I'..oc’ii, '-Kroléahil‘l, my way of living is j'us‘t the seme as folks have always lived.

If it's a guestion of reflecting me, my grandfather's house would do just as wellase

Well, I*1ll tell you what we'll do. Supposewe go back in time to the year 1870

and see how you'd like living in a house of your grandfathers.
VWhy not? -- I always heard they had solid comfort in those dayse.
Well, maybe. But anyway -~ here we go.

WHIZZ ... UP BIG AKD OUT

Wiell -- here we are -- in front of grandpa's house in 1870. It's a familiar
house of the period, built of stone, with a design borrowed from some European

style of two or three hundred years ago. Look all right to you, John Henry?
Yes, I think it's fine.

jiell, in copsidering the house of the nineteenth century, it's right to begin with
the exterior appearance -- because that's where the architect began. In the past,
people wanted & house to look genteel, cultured, impressive, as a sign of the
femily's social position -- end the architect tried to do it by borrowing from the
romentic end aristoeratic pest., For the wealthy family, he copied old Italien
palaces, French chateaux, Gemman and English castles. And the seme elaborate
designs were cut down end squeezed into smaller and cheaper houses for the less
well-to-do. That was domestic architecture in the nineteenth century -=- and it's
still with us in the familiar idea that a house ought to copy same style of the past.
But, outward appearances to one side -- wouldn't you say, John Henry, that the chief

business of & house was to serve the needs of the people who live in it?
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Yes, I'11 prant that,

And, according to the modern architect, modern man has developed new habits ef
1iving and personal needs, that the traditional house can no longer satisfy.
That's what we want to test in grandfather's house. (FADE) We go up the front

stairs == turn the key in the heavy front door --
(OFF) DCOR OPEN AND CLOSE -~

(COMING IN) and we enter to start our investigations with the 1670 living room, in

all its original glory. Well -- what do you think?
It's a little dim in hewe-- can't make it out very well,

There's the first conflict between you end the house of the past. The modern
individuel prizes sunlight endfresh air in his house -- but the old architecture
doesn't pay much attention to that. Let's stike a match and turn up the gas for

a better locke.
MATCH STRUK: LIGHT SIGH AND PUFF OF GAS LIGHT TUENED ON
How does it eppeat to you now?

Pmmm -- & little crowded, isn't it? B8till, a room's & room. No reason why it

shouldn®t be comforteble.
Well, Henry, do you like to entertein in your house?

Oh, sure -- nothing we like better than to have a few friends in for a couple of

tables of bridge or a little dencing.

Suppose you wanted to have some bridge and dancing in here?
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Homm -~ it would be kind of hard with all this furniture. And you couldn't push

this heavy stuff around very easily to clear the floor. It's down to stey in place,

Yes, Henry, in your life you've acwuired a different approach to the use of rooms.
In modern living we want our roomsto enswer a variety of purposes, and we use our
space freely and continuously. We like rooms that we can change and rearrange
conveniently, whenever we like. But that's not the way of the past. They designed
their rooms for & sirgle purpose. In the dining room, you dined. In the sitting

room, you set.

Well, they may have something, there, you knowe. I thirk & home ought to be a place

to relax.

Exactly -- the modern individual, living in a strenuous world, needs a house where

he can take things easy. ¥We want to stretch our legs, and sprawl a little -- our

‘ meanners et home are inclined tc be casual. But, Henry, suppose you try & sprawl

in an 1870 chair.
JOHE Okay ... (PAUSE) Umm -- & little stiff -- not much give to the upholstery.

CAHTLL: Yes, and if you stretch your legs carelessly, you're likely to knock over a piece
of bric-a-brac. It'e another conflict with the teastes and preferences of ocur time.
The truditional house and t raditional design were intended for & much more formal
end ceremonious way of life -- a life in which people put on their best behaviour,
and sat up straight on the edge of the chair. The house of the past -- like the life
of the past -= was full of elaborate details of decoration which could only seem
fussy to 1939. Your wife would probebly have strong opinions on that point. Suppose
we heve her join us beck here in 1870, snd hear what she has to say (CALLS) ¥rs.

John Henry -- come in, please,

QUICK WHIZZ
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:" JOEN: ~ Well, Mr. Cahill —- apart from the matter of design and looks —

Ifﬂ object to this house because it makes so much work for a
woman. For instance, look &t how 1:',h.1.s room is built —— full of
recesses and corners to catch the dust. And these mouldings

on the walls and the carving and fancywork eround everywhere
and all this heavy magsive furniture -- why I need three or
four servants, and I'd have to spend all my time indoors looking

after the house. That's not my idea of how to enjoy a home.

Yes, the modern woman wants & home that she can run with simple
efficiency. She asks for walls and floors and surfsces and materials
that can be kept clean and good looking and serviceable without

the time and drudgery required in the past. She wants to live in

-~

her house -- not just work init.

The kitchen here wouldn't do for me either. Too badly orgenized ——
everything spread around, I'd have to take a helf a dozen extra

steps for every one I take in a modern kitchen.

That's right, we need & different kitchen in 1939 —- because
that's another difference in our lives. In the past, the average
family of moderate means probebly had a coock — but the average
housewife of our day does her own cocking. She cannot spend a
full day in the kitchen like the hired cook -— and so she wants

a kitchen that places everything within easy reach ... Throughout
the houss, we find these instances of the difference in our lives
and what it meens in terms of the design of the home. The present
day individusl is accustomed to bathroom facilities, gareges and
game IOOMS, heating equipment, and household appliances that have
no perallel in the past. Our age has possibilities for comfort

and convenience — new beauty of materials and design —
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CAHILL (CONTINUED) but traditional domestic architecture fails to provide for them

e

JOHN: I'11 tell you what, Mr. Cahill. I'm beginning to feel sorry for

grandpa. Let's get out of 1870;

Well, that's the point. VWe may feel s sentimental attachment for
the architecture of the past - but we must leave it for an architecture
we can only find in 1939,

WHIZZ ... REVERSE OF FIRST ONE,

So you see, John Henry -- there is a case for my modern house.

It isn't just a preference for a style.

Well —— I can see that our habits of living could require differengt
houses. But I still wonder, Mr. Cahill —— why can't we keep the
traditional outward appearance of our house? Wouldn't it be enough

for a house just to be modern inside?

Those are good guestions. To answer them, we've brought Mr. George
Howe of Philadelphia, one of the leading modern architects in the
country. He has made many important contributions to the development
of the modern house, and we'll put it up to him. Mr. Howe:-— why is

it necessary for & modern house to look "modern"?

Well, you know, it's not the apvearance that makes a house really
modern, Mr. Cahill., It's the degree of comfort and convenience for
the individuals who are going to live in it. It's possible for a
houge to lcok modern superficially -— and not be modern, because it

didn't fully explore the possgibilities of comfort and convenience.
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That sounds promising for my side, Mr. Howe.

I was afraid there'd be & but{

I think everybody agrees that comfort and convenience are the
essentials of & modern house, but there is something else,

and that's what all the shouting is sbout. That somsthing is style.

You don't mean the same thing as when you speak of style in a

woman's hat or an electric toaster, do you?

I mean that but a lot more. A woman's hat isn't related to

anything, not even her own head, and en electric toaster is

related only to a few hot colls and & clockwork device. A

house is related not only to the life of a whole family but to

haelf the industrial sytem of the United States. 4 house thst

is as packed with machinery as an ocean liner cen't, I feel,

look, in the end, like a house in which running water is a

luxury. A house inhabited by children in play-suits and women

in homse dresses, can't, I believe, look, in the end, like ghouse
inhabited by children in velvetéen kilts and lace collars and women
with monumental six-months' hair-doe and bustles (I can see you weant
to sey that women are wearing bustles again, but they won't next year).
When women go out in the noonday sun in bathing-suite and manufecturers
can produce cheaply sheets of glass of any desired size houses are not,
I think, going to look, in the end, as they did when women wore thick

veils and an 8/10 window-pene was & luxury.
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.me (CONTINUED) as someone has said, a house is not architecture in the sense in

which a greek temple is architecture, it is the product os a way

of 1ife, not an object to be lock at in the light.

-

How does a house turn out to be modern then?

If you start our stictly determined to make your design fully express
the possibilities of a house for modern individusls — and let no
otherd considerations come into it — then you cannot fail to end up
with & house that possesses & truly modern appesrance. The modern
style comes inevitably into any architectural design where the first
consideration is the needs and possibilities of modern life. On the
other hand, if you say, "I'll make my house as modern as I can within
the framework of some traditional style" — let's say Colonial or Queen
Anne - then you cannot get all the gualities that modern architecture

can give you.
I told you =o, Henry.

I teke it, then, you don't sympathize with those who want to preserve

aur American Colonial traditions?

I admire Colonial erchitecture as much as anyone and I am as enxious
to preserve the American tradition, but I feel that the Modern style
is in the best American tradition, the tradition we are building and
have been building from earliest Colonial days, the tradition of
achievement and of willingness to try any reasonable experiment to
attein the better 1life in the Spiritual field. The Modern style,

as we know it today, is, in fact, the product of American genius.
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Why can't we preserve some of the treditional forms Americen genius
has already given us?

You see, a house in any traditional style has to submit to its
exterior form. You are limited in advance by the way the house
must look from the outside. Suppose you wanted a Colonial house —-
but your living needs on the ground floornrequired much more total
space than you needed on the second floor. You can't do it — it
would disturb the Colonisl appearance of the outside. You cannot
do anything on the inside of a traditional house that would injure
the effect you want for the outside.

But can you in a modern house?

Well —— you see with a modern house that problem cannot arise.

As I said — it's our principle to build from the inside —— out.

Now living is done on the inside and that determines the outeide
appearance. We design and build sccording to the needs of the people

who will live in the house,
You don't feel, then, as some do, that the modern style, is inhuman?

On the contrary, T feel thet, in principle, the modern style house

js teilored to modern men's exact messure, to his physical needs and
mental requirements, end that any unplessant wrinkles of styhlzed
fashion, such as mey well be criticized, will be ironed out, given
time and & sufficiently broad field of experiment. Tremendous progress
has already been mede in humenizing what has been called the nMachine

for Living".




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
R+ P 21,

The Museum of Modern Art Archives, NY

(10)

WL R i L S
You believe, t'jmn, that the modern style house is gaining in populerity?

]
-
. o

I hesitate to end this plessant discussion by hitting you over the
/hesd with.a icategoricsl tatement, but to that cuestion I must answer

; ’yes“ . \

You have been listening to "What's Art to Me"?, a Columbie program
* under the auspices of the Museum of Modern Art in New York. Would
you like & portfolio of reproductions of famous paintings by modern
ertists? The Museum of Modern Art offeps to the radic audience a
color portfolio of eight modern mesterpieces for $1.00 to cover the
actual costs of production and mailing. The portfolio includes
representative paintings by such masters as Cezanne, Picasso, Renoir,
Ven Gogh, and the great American, Winelow Homer. Simply address
your request to the Museum of Modern Art, West Fifty Third Street,
New York City, enclosing your nsme and addresc and one dollar.
If you enjoy the broadcasts in this series, we think you will also
find interest in the Calumbis series: SO YOU THINK YOU KNOW MUsic,

broadeast every Sunday sfternocn over many of these stations.

This is the COLUMBIA ... BROADCASTING SYSTEM,
- fade theme 20 seconds -

WABC +usseses NEW YORK
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(......l. 30 eeconds .-.----o)

The Columbia Eroadcasting System presents —
"

ssss 8 program presented each Seturday at thie time under the suspices of
the Museum of Modern Art, in New York City.

SUBDUED NOISES OF CITY STREET.

Jma't the shop windows exciting this year, George?
Crazier than ever, if you ask me.
You just don't know what's smart — what's modern.

What's the idea of all this modernistic design and stuff? Look st thet, for
instance.

What? 6h, you mean that painting in the background?

Looks like & design for tit-tat-toe superimposed on a bonfire.
Why, it'e just the influence of Picasso, dear.

Whe's Picasso?

Why, he's that femous modern painter —— gverybody knows thatl

Famous for what?
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'011, for his cubist pn:l.n'bim, for one ﬁ:l.ac!

]

mtv- & ecubist pnnti.m Or ig that 1mt eome highbrow phrase you've picked

(LAUGES SLIGHTLY) Yes, I guess it is. And I might as well confses that I
un'{. know what it means either. But that's what it'e called: cubism, ‘abstract
lrt, or what have yon.

MAN: Abstract or mot, what good is it? For the life of me I can't see. (FADE QUT ON THIS)

ANNCRs "Fhet good is it?" That's a question that has been ssked many times before of
aﬁbi-, abstract art, and indeed of modern art generally. Which is why we have
Mr. Holger Cahill with ue egein this evening, to tell us about Pablo Picssso,
. the modern master, Mr. Cahill is director of the Government's W.P,A, irt Program
and one of Americe's eminent writers on art.

Thank you, Mister Meeker, And now, if we cen call back thet lady we heard talking
to her husbend e moment ago before the Fifth Avenue shop window, I'1l try to

answer her question: "What good is it?"

We've been right here all the time, Mr. Cahill — but don't' forget, that question

was my husband's, not mine,

You meean, then, that you already know what good it 1s?

Well, ~ er - not exsctly, perheps, but -—
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rrh. hg..d- 1;:3 be got out of pa_i'.n;bing,__ as of any art, depends of course on yo@r
o ;lbd.lity to get it. Art is a language, a form of commumnication. Some forme
Te a little more difficult to respond to then others, partly because they're
elugive and subtle, partly because they may be unfamiliar., The paintinge of a
man like Picasso, may be difficult to understend because it leade us on into
new fields of art, increases our range of perception, enlarges our whole
experience of the world we live in. You go look at eome of those exciting
pletures at the Museum of Modern Art and you'll gee what I mean, There you'll
See an exhibition of Picasso's worke Covering forty years of his art, They'll
9. 8

puzzle you, maybe, but certainly they'll interest you and hold you. Onme thing
certain is, they'll never bore you. :

But what are they swpposed to mean?

Line a sonate or a symphony or a fine building, they may mean one thing to me,
another thing to you, and 2till another thing to someone elze, I think you
attach too much importance to literal meaning. There's really no such thing,

in painting. The ultimate meaning is im the picture itself, not in eny set of

words about it.

W

Well, ancther thing is that Picasso seems to be several different painters et once.
Part of the time he's plain and eclear, another time Jochoopiacix: peinte like the
claseic artiste of Greece and Rome, and — well, theie's just no keeping track of him]

The reason for his changing hies style so often is s 1 think, because he has
responded more accurately and gensitively than most artists to the intellectual
and emotional disorders of our time. Picasso is the meny-sided universal artist.
One of the most upsetting and powerful influences in art todey, he has probably

the greatest technical skill in the worlds.
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Ien' it unususal for & man to become so famous as a painter while still alive?
It seems to me that most artiets have to walt till they die to be acclaimed,
if they're acclaimed at all,

It is unusuel = in fact it's almoet unique. Picasso hee achieved such
international fame while still alive because he has never allowed himself to die
as & painter. He has constently renewed himself, etruck out for new forms,

broken up old ones. And when sometimes he mey seem to havﬁ over-stepped the

b_emdl of form — at least "form" ag we have been used to it - we must
remember that Picasso is not trying to paint a picture that is natnrnl;tam, a
substitute for nature — a picture that is literal, like a photograph.- Horo'i the

way Pilcasso explains its +these are his very words:

"They speek of maturalism in ppposition to modern painting. I would like £o know
if anyone has ever scen a natural work of art. Nature and Art, being two
different things —— the one natural, the other artificial — cannot be the same
thing." '

Still, that doesn't help me very much to "get" Picssso. I mean those cubistic
pictures of his, all lozenges and squares and funny planes like pleces of broken

glags., It doeen't meke gense to me.

Maybe the reason it doesn't meke sense to you is that you're not used to it,
you haven't looked at it long emough, haven't studied it enough, or given it a
chance. Plctures are like people. You have to get acquainted with them. Herels

the way Picasso replies to his critice on that score, and this makes very good

sense to mes

nCybisn ie no different from any other school of painting, and it has the same

principles and the seme elements. The fact that for a long time cubism wasn't.

understood, and that even today there are people who can't see anything in it,
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means nothings I do not read English, snd English book is & blemk to mes This
does not mesn that the English language does not exist — and why should I bleme
&nybody else but myself if I cennot understend what I know nothing sbout?® -

Yes, thet makes very good sense to me, too, Mr. Cshill, I only hope I can
remember it word for word.

Tes, 1t's one of the best defenses of cublen and abstract art I've ever heard.
Not that it needs any defense, &s our guest speaker today will tell you in mo
uncertain terms. For now it's time to introduce our guest of the evening, an
artist himself, and one of the best-known abstrect painters in America. He is
Mr., Stuart Davie, National Cheirmen of the imericen Artists!' Congress. Mr. Davis:

Thank you, Mr. Cahill. I agree with you that cubism and sbetrect art needs no

more defense than any other art. In fact it proves its reason-for-being and its
usefulness more, certainly, than this so-called naturalistic pﬁ.i.nting, the kind
of peinting that tells a story, that was so much in vogue a few years back.

But sbstract art has been and is now & direct progessive social force, not simply
a theory ebout progress. Besides ite effect on the design of clothes, autos,
architecture, magazines, advertieing, five-and-ten-cent store utensils, and other
industrial products, abstract painting has given concrete artistic formulation to
the new lights, speeds, and spaces which are uniquely real in our time. That is

why I say that sbstract art iz a progeessive social force,.
But why does it all need to be so —— S0 —— different?

The painting of today, if it 1s alive, must be as different from that of previous
epochs as our time is differemt from them, because art is one of the forme of
gsoclal expression and must change es our soclety changes. The general misconception
regarding abstract art is that it is different in kind from the great traditionxk of
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ealistic art through the centuries. But it is not different in kind st all,
l;t represents us and our timee, and the most vital contemporary painting, such
as P‘iuue'n work, has -n direet relation to oﬁrydq experience. Thus abstract
art 1s a truly democratic art, and is already becoming a populer art,

- - w i ®

But 1t seems to me that abstrect art is for mintéa to enjoy, not for people

like me. It seems to gpecialized for the average person.

No. It is for those who have the ability or the curiosity or the open-mindedness

to understand it, and that understanding comes with the opportunity for experiences
in art, opportunities like the current exhibitions in the modern gelleries and all
the books on art being published today Some people rho go to see theu pietn'u
learn quickly, some learn slmrly, but :11 1nrn with opporbmity; m nhatrmt art
will come to have a personal nlua for th. avongc pergon, once he ncquire: the
habit of pioturaa. To regnrd absh'mt art as mter:l.m, i.rrational, eapcr:l.ciou,

&

nonsensical, or worse, is like regu-ding -loetriuity as & pnssing fad.

Well, one of the thinge I'd like to imow is, how best can I equip myself to enjoy
these pictures of Picasse? Should I read about him first, or attend art lectures?

If you like, but it _13:1'1: necessary. A lot of nonsense is writtem sbout -Pie'ulo,

as indeed sbout every peinter. Just go and look at the pletures and see what
happens to you. Everybody spontaneously rescts to musie. It doeen't teke & trained
musician to be eble to react, Just so, it doesn't teke a trained artiest to enjoy
painting spontaneously. The thing to do when etanding before a painting of this

kind is just to look at it and enjoy it.
I think that's excellent advice, W¥r. Davis,

fait just a minute, I want to ask a gueetion or two.

Why, George, I didn't think you were interested.
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Well, I'm a 1ittle more interested than T was.
Phsea vl (

mt's_ ell to the good., What do you went to ask?

Just thiey If this Picasso is the great artist you say he is, then why
doesn't he paint something a man like me cen enjoy?

Now listen, George, you know very well he did. You've heard me speak
about Picasso's famous periods —— the blue period, which anybody can enjoy,
and the rose, and the classic —-

Yes, but what do these mean, the blue period, and the rose period, and so forth.

I'll try to tell you briefly. When Picasso was & very young men, he painted
more or less like the other artiste of his day, That was about 1900. Then
he bagan to paint what we now call the "blue" pictures, paintings that
expressed his pity for the poor, the unhappy, the unfortunate, the tragic -
and in these pictures he used a predominant blue color, A little later came
his pictures of circus and carnival life, harlequins end clowns and dancers,
not very gay, really, but a little gayer than the xil;::t paintings; and
in these he began to use a& pronounced rose color. All these pictures are

very simple, very eagy to understand.

Why didn't he stick to this kind, then, instead of going on to the kind thet
nobody could understand?

Picasso had exhausted his interest in this form. He didn't want to go on

repsating himself. He went om to new fields, experimenting with cubism and
the abstract, setting out to discover mewm forms just as a scientist sets out
to discover something new in physics. And in his changes Picasso reflected

the changing times. After the World War of 1914-1918, there ceame a time of
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Peace, and Picasso, after a ¥isit to Rome, began to express & feeling of
peace and calm in the now femous pictures of his Mclsesical period"; sereme
Lﬂ;l'nif or Romen figures, inspired by the sculpture of classical antiquity,
but into which Picacso breathed & new life and originality of his own.

I guess these are the most popular of Picasso's pleturss, aren't they?

Probably. But Pieasso soon lost his interest in them, partly for personal
Teasone, partly because of what was happening all around him in Furope.

For during the past decade, especially in France, people grew more and more
l‘l_t.ra that Burope was sitting on a2 powder keg. The depression, riots in Paris,
the rise of totalitarian states, wars in China and Africa crested growing alarm,
During this time Picasso's art became more and more disturbed. The figures
in his psintings were twisted, dislocated, tortured, pulled to pieces,
reflecting in their distortions and xkk distortions and dislocations and
disturbing emotional quality, the distortions and dislocations of our time.
Then, three years ago, came the Spanish war and the Bpaniard, Picasso, though
living in Paris felt deeply involved. One morming the headlines told of +he
destruction of the Spanish town of Guernica, In & rage Picasso set to work

on a huge canvas over 25 feet long which he called Guernica, Guernicea is a
masterpiece of horror and disaster. Into it Picasso poured all the full
econvulsive strength of his art, It is perhspe the greatest and most terrible
peinting of our time, expressing the despeir and sgony of the modern world.

Where can one see Picasso's pictures, apart from the exhibition at the Museum

of Modern Art?

The Museum of Modern Art, of course, is the best place to see them. Reproductions
of Picasso's work are also & very good way of getting acquainted with the man.
Put there are also many magszi es that carry good reproductions of his paintings.
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And you can find original works by Picasso in progressive American museums
in most of the larger cities of the United States,

I've seen some of them but I &fFadd they'll always be Greek to me.

They will be, until yuu become more familiar with them. That's possible,
you lnow, But don't try too hard to understend Picasso. Just expose yourself
to the pictures and before you lmow it, you'll begin to enjoy them.

Picasso himself is all
against people trying to understand his work, to find literal meaning in it,
m is: and he has this very illuminating thing to say on the subject.

These are his wordst This is the way he explains the — well the unexplainables

"Why doee ome love the night, flowers, sveryt.hing around one, wi thout trying
to understand them? But in the case of painting, people have to understand,
If only they would realize above all that an artist works of necessity, that

he himself is only one trifling small pert of the world, and that no more
importance should be attached to him than to plenty of other things thet
please us in our life, even though we can't explain them —- ;!vumns wante to
understand art. Why not try to understand the song of & bird?®

You have been listening to "What's Art to Me", a Columbia program under the
auspices of the Museum of Modern Art in New York, The Museum of Modernm Art

offers to the radio audiencs & color portfolio of eight medern masterpieces for
$1.00 to ecover the actual costs of printing and meiling, The portfolic includes
representative paintings by such masters as Cezanne, Picasso, Renoir, Van Gogh, and
the great American, Winslow Homer, Simply address your request to the Museum of
Modern Art, West Fifty-third Street, New York City, enclosing your name and address
and one dollsr, Next Saturday at this same time the program w#ill be on the subjects
"The Evolution of the American Motion Picture®,

This is the COLUMBIA ... BROADCASTING SYSTEM,
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(eedsvses 50 seconds i)

ica's -

(CoMING On) ‘lhntdid you do this afternoon, dear?
Went to the movies.

— what did you see?

fhat so?
actli

Oh, they had "The New York Hat", directed by D.W. Griffith,
with Mary Pickford.

¥hat? —
rsi o A il

Yes, that's right — and also

np & weh ]

William S. Hart, and then one of those nlaplticklcuuediu,

& cowboy picture with

with the Keystoi:e cops —

Wait & minute, dear — Is this 1939, or is it 19147
Where are we?

It's 1839 all right, dear — and we're on the Columbis
program —

WHAT'S ART TO ME? -~ a series produced by the Columbia
Broadcasting System, under the auspices of the Museum

of Modern Art in New York.
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CUEs ~ (COLUMBIA BROADCASTING SYSTEM)
AR v es BOF sevends | VW)

ells ab

(COMING ON) What did you do thie afternoon, dear?
Canill, ons of imerioa’s ssisemt wrl

Went to the movies. e

fhat so?
an

b Sl
— what did you see?

Oh, they had "The New York HatW, directed by D.W. Griffith,
with Mary Pickford.

Yes, that's right —— and lls;o a cowboy picture with
e * " - & 28D & . e

¥William S. Hart, and then one of those slapstick comedies,

with the Keygto?a cops —

Weit a minute, dear — Is this 1939, or is it 19147

Where are we?
It's 1939 ell right, dear — and we're on the Columbia
program —

WHAT'S ART TO ME? — & series produced by the Columbia
Broadcasting System, under the auspices of the Museum

of Modern Art in New York.
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That still doesn't tell me anything. Where do

D. W, Griffith, and Mary Pickford and William 8.
Hart come in?

Well, I'm only the announcer here. The man who
tells about things on this program is Holger
Cahill, one of huiu's uih-nt writere on Art.
He 1s director of the government's Federal Art
Project, and he has figured prominently in the
activities of the Museum of Modern Art.

Mr, Cahill, what have a lot of old movies got to

do with modern art?

What have & lot of old movies to do with modern
art? The question is & good one. I'd say first
that the lady has seen one of the showings of
hisbrie motion plctures, arrenged by the Film
Library of the Museum of Modern Art, to illustrate
the development of the: films.

That'e right, Mr. Cahill. They're showing the
pictures at our local State Normel School. It seems
that the Museum sends the films to schools end .

colleges end groups of people all over the country.
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The Keystone cope in an art museum —— William 8.

Hart at & normal school. I'm afraid it's beyond me,

Mr., Cehill., Why, I saw those pictures at the old
nickelodeon when I wes & youngsters Nobody called
them art in those days. They were just nickel movies.

Yes, they were just nickel movies -— but they were
glso milestones in the advance of the liveliest,

most popular, and most influentisl art of the
twentieth century. 0Of course the movie qualifies as

an art. It is one of the most powerful means of
expression open to creative tslent; —— it has won a
place with painting &and sculpture, music and litersture,
as a medium capable of capturing our imegination, and
stirring ocur emotions, And it is the only new means

of expression developed by modern man. So the Film
Library of the Museum of Modern Art was established

in 1935 to recover the great and significant films

of mode history — save them from disappearing with the
years, The Film Library makes theese pictures available
to workers and students in the field of the movies, and

the public also has access to them.

Well, Mr. Cahill — as one of the millions of average
moviegoers, I think most of us have gone to the movies
through the years, because they were good entertainment.
That!s whet we want, So I wonder: — where does a movie
gtop being just a good show —— and turn into e work

of art, worth ssving for posterity?
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CARILL:  Well, that's what we'll try to find out on our program
Caliis

t'edly. To help ﬁ, u';c invited in a 'you.nz lady who '
1s sa 'mitiafo;i:ty on the art of the movies. She is

Miss Iris Barry, and she has charge of collscting,

organizing, and arranging the use, of the films in

the Museumls Film Librery, Mise Barry came to this
country from England, BShe has been with the Film
Librery since its beginning, and she has tracked down
the negatives of important flms all over the United
States and Europe. Now, Miss Barry — what about the
ﬁictufe'a that made film history? Wes it emough fer
them just to make boxoffice records — or was something
else at work?

Well, Mr. Cahill, most of the great movies happen to
have been highly popular ones &s well, Almost
invariably, grest movies sre great shoms.

Mise Barry seems to be on my side. It's the old storyr-

the busiress of the movies as good popular entertainment,

Yes, we hear that theory a lot -— but let's look a littk
eloser at these ell-importent filme. We are going to
name — one by one in chronological order — a series

of pictures, each of which represents a decisive
development in movie progress. Miss Barry —— we'd like

you to comment on the elements thet gave these pictures
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(CONTINUED) their appeal — and made them significant
in the art and the history of the filme ... We'll skip
the very first pictures. The simple novelty of showing
photographs that actually moved was enough to Erouse

the interest of the public from 1895 to 1900. But before
long & new and different film attracte our attention.

19085 — "The Life of an American Firemen", directed

by Edwin 8. Porter.

That film was an attempt to make moving plctures

express something, not mrerly show something. It told
a comnected story — This was a new departure, It's
interesting how Porter discovered a plot element which
hes been used in hundreds of pictures ever since.

It's the hero's ride to the rescue at the climax of

the gtory, To this day a good old fashioned sequence
gives punch to a film, Even more important in this
early classic was the use of rapid movement through a
succession of scemes, Director Porter sent the action
flaghing from ecene to scene in order to tell his story.
Thie was = new and original development for the movies —
there was nothing like it on the stage or in the :ﬁ
I think we'll &ll recognize that fundementally, this

is e£till the way & story is told on the secreen.
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VOICE:

BARRY:

(8)

Thenk you, Mise Barry, Now, I'd like to point out

that this picture was the work of & men who wasn't
content with what had been done before, He experiments,
takes chances, A creative imegination is at work, and
it gives the movies their first big impetus. Now we go
to the next advance in movie meking, This time we need
two filme for Miss Berry'c comments.

1912 — "Theé New York Hat", directed by D. W. Griffith.

Well, we've now come upon the movies at their first

big crossroads, faced with the problem of determining

a course for the future. By 1912, it had become evident
that the public wae ready for more ambitious films than
they had been getting. But how to proceed? There were
two different schools of thought. One group of producers
thought they had a solution — e formula — ready made

to solve the probliem, Let's listen to what their idea was.

(COMLEG ON) After &ll, what is & movie? —— nothing
but a play thatle been photographed — game thing as
the stage. AlL we have to do is follow the tried and
true methode of the stege production. Ve set up a
camera in front of the actors and let them play the

piece just as if they were on stage (FADE) in front of

an audience «se
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These movie makers imported femous stage stars into

their studios — Sarah Bernhardt, Sir Herbert Tree,
Mrs. Fiske, Ellen Terry, — and made movie versions
of well known dramas. That scemed logical, safe,
sound, But the movies also included a number of
restless individuals who weren't content with the
logical and safe. Let's hear what they had to say
about the way to make a movie ...

(COMING ON) If we follow stage methods, we lose the
;hole effect of movement. The camera gives us a
brand new way of telling a story. Let's keep on
finding out what (FADE) the camera can do «sa

8o there were two opposing schools. Now, from the
group who followed the stage methods, the movies
received practically no permanent contribution.

For all the imposing names, the films somehow did

not come to life. The public preferred the vital
lively films made by the camera-conecious expdrimenters —
the men who refused to rely on the safe and easy
borrowing from the stege. These men — the greatest
of whom was D. W, CGriffith — were the first real
artigts of the screen. They explored the possibilities
of action, movement, 2 new emotion-ppovoking rhythm.
They learned the secrets of composition and variety in
joining scenes together — they found new and eloquent
usee for the fadeout. Such men gave the motion picture

the equipment that prepared it for its great future.
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Again the movies aren't afraid of new developmente.

It's interesting that these filme weren't at ell the
pretentious kind ... they were modest little romances ...
wild and woolly cowboy dramas, slapstick comedies ...
More remarkably eee the actors were usually obscure

or. even unknown — yet among them were the screen'’s

firet great performers .. they didn't receive billing ...
it took a long while before the public learned their

(COMING ON) Did you see thet lovely girl with the
curls in "The New York Hat"? I love her acting ...
shefs so alive and appealing.

Yes .. you know, I've found out about her ... her
nemese 's Mary Pickford.

Mary Pickford? (FADE) I'll have to remember that

and watch for her again ...

(COMING ON ... LAUGHING) Ho-ho-ho-ho ... funniest

comedian I ever did see.

You mean the little fellow with the baggy pants and

the moustache? (FADE) Sure is a riot ... Hal Hal

Actors like Chaplin, Pickford, William S. Hart,
Dougles Fairbanks, Harold Lloys, sent the movies
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forward by breaking with the traditions of stage
neﬁa'; and developing a new technique to meet the
roquimtl of the sereen. In gesture, expression,
timing ... this acting was something altogether new ..
it was screen scting.

Well, and it wasn't long befors these new techniques,
of direction, camerawork and acting produced results ...
because our next film landmark is still regarded as

probably the most important picture ever made.

m e m&uﬂl&f&m ess directed by D. W.
Griffith,

Here movement came into its own ... in his previous
work, Griffith had helped the movie to find itself ...
and become independent of the stage, Now, in the
Birth of & Nation, he showed that the screen was

ready to challenge the stage for supremacy in serious
drama, This film will always be remembered because it
stirred our emotions in & new way, It was a creative

work worthy of any museum,

Well, Miss Barry, it seems to emphasize again: the
advance and solid achievements are recorded by the
courageous talemts ... willing to push beyond the
accepted gtendards of what will make & popular movie ...

for example, the pictures that are remembered from

the early twenties ...
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1821 .., The Four Horsemen of the Apocalypse, directed
by Rex Ingram.

A very good example, Mr. Cahill, At that time, they
believed that a serious war theme would doom &

picture to certain failure -~ yet, this was picturé

wag & sensational hit. And bringing Rudelph Valentino
into preminence, this picture pointed out the difference
between a truly vivid and individual screen personality,
and the xmk stereotyped player made to order for the star
system.

1923 — The Covered Wagon — directed by James Cruze.

The Western picture was supposed to be confined to
improbable melodramss. But Mr. Cruze sought to
portray the suthentic history and spirit of fromtier
days — and the result was a plcture of genmulnely
heroic quality.

1925 —- A Woman of Peris —— directed by Charles Chaplin.

Pictures weren't supposed to be a good vehicle for

subtle wit, and the finer shades of mood and emotion,
— but Chaplin was able to do it ... with his picture,
he helped clear a path for the long line of sparkling
comedies that have been so popular ,,. like the Ermst

Lubitsch pilctures, and the Thin Man.
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Yes, in these and other great films of the tmenties
more and more new pogsibilities ‘were unfolded for
the y‘u‘iﬁﬁut of the arts ... but now we want your
comment, Miss Barry, on the group of films of which

this next one is & typical representative.

1924 — The Laet Laugh ... directed by F. W. Murnsu,

with Emil Jannings.

Well, here we arriye &t the techuical inovation
borrowed frqn tl;q_?pst—rlr German films., Pictures
like The Last Laugh and Veriety introduced a new
method of sét construction, of lighting, of
camerawork, They introduced camera angles and the
travelling camera, geining sharper meaning, more
effective impact on the emotions and imagination of
the sudience., With this came a new depth of
peychology end cheracterization. The advanced work,
whether 1t originated in America or Europe, had
repercussions in all studios, so that even the most
conventional directors were forced to adopt the new
findings, or be left hopelessly behind by the work

of the experimenters.
And now, suddenly the movies begam to talk.

1927 —— Al Jolson in The Jazz Singer.
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The Jagz S8inger made it clear that the movie

of the future would have to be the sound film,

the talkde ... but as most of us will recall ...
there was a period of funbling and setbacks.
Thetlevie-uqknrl aullsd‘ to b‘. repeating the error
of ;hlt. previous time when they faced a crossroads.

15T PRODUCERs (COMING ON) After all, what is & talcie?
Nothing but a play tl,:_.,tia blcn ghotcp'aphod ven
seme thing as the stege ,oy (FADE) ... all we
have to do is follow,

Az & result, the early talkies were often canned
plays ... the renge, the movement, the imagery of

the best gilent pictures seemed to have disappeared...
but once again, ﬁlent and imagination saved the day.
Speech, music and sound effects were mastered as the
camera had been, Within three years, the telking *-
picture had to 1ts credit, & film that ecould stend

comparison with the best of the sllent masterpleces.

1950 — All Quiet on the Western Front ... directed

by Lewis Milestone ——

And then & suecession of brillismt films, including
Mervyn LeRoj's "Little Caeser ... and Rene Clairts
French comedy ... "Le Milliom",.. showed the movie maker

how to preserve all the hardwon values of the earlier

films while adding the wvalues of sound.
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With a salute to ome more experimenter ..

perhaps the most engaging of them all —

1957: — Walt Disney presents ... "Smow White ..
trm) ann .nd the Slel.rfl e

That brings us pretty much up to dste in our
glance at how and why & picture makes film
history.

And that, Mr. Cahill, brings us back to me,

as the sverage moviegoer, Well, it aidn't

seem to bother your history makers thet I

might have been satisfied with lese., After all,
I get by on the whole with movies that aren't
nearly as impressive,

How about that, Miss Barry?

It's true that the average moviegoer doesn't

appear to make heavy demends on the movie-makers,
Yet, once a genuine development is made in the
movies, the public is not satiefied with the films
that do not at least reflect the advance. After
Griffith, it was not possible for directors to go
back to earlier methods. After Chaplin and Pickford
all acting had to grow subtle. After the imaginative
sets and camerawork of the twenties, all production
must reach & higher level., Actually, ths publiec

has a keen instinctive sense about the reel advances,
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(CONTINUED)

And why not? — for to make movies with
deeper interest and pleasure for the
audience iz the one object of the artists
of the filma,.

Thank you, Miss Barry.

You have been listening to What's Art to Me,
& program produced by the Columbia Broadcasting
System, under the auspices of the Museum of
Modern Art in New York, with Holger Cahill, one of
America's eminent writere on art, as commentator.
Next week at this same time, you will heer a
program about "Modern Design for Living".
If you enjoy these broadcasts, we think you will
alego find interest in the Columbia series, "So
You Think You Know Musie", heard every Sunday
afternoon over meany of these stations ...
Thie is the COLUMBIA ... BROADCASTING SYSTEM,

~ fade theme 20 seconds -

WABC ..es... NEW YORK
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COLUMBIA BROADCASTING SYST®M)
LEE R ] u.|..m' m.t.t.aoo,

Hold it -- hold it - ho=o-o-o~1-1d it ...

Sorry., Oan't hold it. It's time to go on the alr with this program.
Yes, I know, The program is —-=

What's Art To Me! =-- produced by the Columbia Broadcasting System,
under the suspices of the Museum of Modern Art in New York.

Of course — and I've been saying — "hold it — hold it-" becanse
I'm workdng in this program. I'm trying to take a photograph, end
I'm not having much luck, I like good modern photography —— I get
amuukutdthom-phomemmh
books and magasines. But the secret of taking pictures like that
baffles me. It can't be equipment, because I use one of the best
cameras made, So, I ean't help wondering about those photographers
whose work you see reproduced and exhibited. What have they got,
that the average person with a camera in his hands hasa'$ got? —
Perhaps you mesn — what makes photography an art? Well, the man
who tells us about things on this program is Holger Cahill, one of
America's eminent writers on art. He is director of the government's
Federsl Art Project and he has figured prominently in the work of
the Museum of Modern Art. Wr, Czhill ——

What makes photography sn art? Well, perhaps the way to begiam on
that question is to investigate the successive steps whereby the
artists of the camera learmed what could be done with this mew

medium. The story begins a little more than a hundred years ago,
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in 1839, when the report spread through Paris that the Freach
government was going to release to the public the details of a
mysterious invention — a miraculous new method of making
plctures. The news camsed grest excitement -~ crowds gathered
in the strects outside the Institute of France —— there was
heated discussion and controversy ...

(A LITTLE SCARED) It's magie — Dlack magic. It should de
forbidden -- it's even sacriligecus =—

{POMPOUS .. DISKISSING I?) = No =~ this man Daguerre ir an

idle dreamer, that's all. This ridiculous process of his -~ teking
pletures, as he calls it = 1s a harmless waste of time, Nothing
will come of it.

But suppose Daguerre is right — wouldn't it be wonderful?

(VITH INTEREST) Yes, suppose his mechesnical way of making pictures
really works. If 1t fen't too difficult —= ordinary people like

us — you snd I == cen have pletures of our wives and children and
houses. We won't have to know how to draw, or be rich enough teo

hire portrait psinters. (TADE) Ve can make our own pictures and
portraits ourselves...

The invention did work. It had been perfected by two Frenchmen;
Daguerre, from whose name we get the old word "daguerreotype® —
end his colleqgue, Niepce, who had dled a little while before.

The French government pald Daguerre a pension of $800 a year for
the right to permit free public use of the invention. And with
the first announcement that the process was practical =-- it swept
into instant popularity. Here is what one observer of the publie

reaction wrote at the time:
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(EEADING) ... = few days later, opticians shops were crowded with
smateurs panting for daguerreotype apparatus, and everywhere cameras
were trained on buildings. Everyone wished to copy the view from
his window, and he was lucky who at first trial got a silhouette of
rooftops against the sky. He went into ecstacies over chimmey tops,
he counted again and again the roof tiles and chimney dricks — he
was astonished to see the very mortar between the bricks. (MORE)
In = word, the technique was 8o new and seemed so marvelous that
even the poorest proof gave him an indescribable joy ...

So we find at the outset that people didn't ask much from the camera.
The sheer novelty of the photograph satisfied the first emthusiaste —
they were not very critiecal.

Sounds familiar. It reminds me of plenty of camera fans I know
today.

Yes, but very scon shortcomings were discovered, and the camera
was called on to do better, Here are the complaints of those first

csmera fans}
It takes so long to get a picture =~ half an hour exposure =—-
Yes, and you csn only take them in the bright sum out of doors —--

And there is only one of each plecture. Wouldn't it be great if we
could heve dozens of coples, like lithographs or woodcuts ...

So inventors devised ways to cut down the time needed to make
pictures =- to permit them to be made indoors -~ and most important
of all to make coples. A little earlier, an Englishman named
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CARILL (cont'd) Fox Talbott had made some experiments with the negative - positive
principle == 1t was mow applied to the camera, resulting in the
discovery of the glass negative which made possible innumerable
coples of any single photograph. With these advances and improve-
ments, the camera swiftly became the accepted portrait medium of
the civilised world and photography decame a profession. In
cities everywhere, commercial portralt gzalleries sprang up, and
vied with one another in mainteining luxurious quarters zs an
sttraction for sitters. Imagine being photographed in the Boston
studio of the mid-ninetoenth century, with a regal splendor
decridbed as follows ~——

(A LITTLE AFFECTED) The planoforte, the musiec box, the singing
bird, the elegant drapery, the struglling sunbeam peering through
the stalned glass doors, the statuary, smeraviugs — all, oll

peem to impress the visitor with the ideal of palace-like
magnificence, and serve to soothe the troubled spirit, and calm

the snxious brow, preparatory to the obtaining of a good pleture....

Pictures for fun =~ pietures for profiti =— and soon pictures for
snother motive == for their significance, their meaning, to eyes
econseious of the visual values of the world roundabout. The
photographer-artist sometimes a conscious artist — sometimes
unaware of his bent and his gift — seeks to reglster and record the
1life and scenes that arrest his interest and imsgination. They do
this under great handicaps =- the esrly equipment was laboriocusly
cumbersome. The photographer in the fleld had to take his dark

room slong with him, end develop his plates on the spot without

delay. TYet these ploneers of camera art lugged their apparatus

through city streets, and countryside, even to the forbidding
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mdmmummuumd
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serial photograph. But many of their photographs had remarksble
insight and bemmty. Mammmmumnm
m-mﬁh.w..mmmunmt. It was
the era of the first great names of photography «..

David Octavius Hill =—e

Perhaps the most historic name is that of Matthew Brady, the
photographer who followed the Union Armies in the Civil Var,
traveling with his equipment and dark room by horse and buggy.
Brady did not make "pretty pictures”. He set up his camera in the
din of battle = and he unflinchingly photographed the horrors of
war — the ruined battlefields -~ the shattered bdodies of the dead
stretched in pitiful ranks. He camght the day-by-day 1life of the
soldiers = he showed them unshaven, unkempt, dull-eyed with the
fatigue of battle. Nothing remained of false military glamour in

his pictures — Here are Brady's own words about his powerfully

effective work ...
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The viows were taken on the spot during the progress of hostilitles...
ﬂwmmmmuuuwﬂ...

Ezaotly as it aopeared. That was where photogranhy excelled. Fo
mmumm-mmwr-mm-. The
photograph had to Ye believed. That's why news photographs have 8o
powerful an appeal. A moment in time is cemght and preserved ...
Pexactly as 1t apoeared” ... However, for all the stirring work
of Brady and the othor plomeers of cemera art, they were still
confined to pictures without action. In the 1B80's ceme the next
gresat technicel sdvance, the invention of the dry plate and film ——
and on 1ts heels came the possibilities of the action photograph.
m.-w.m-a.munnwnamwu
muunuutummmmmlmaumtum-a
movements. Photography became a fluid and sensitive medium for
ereative work — for self expression -- and around 1900, the name
of smother American began to tske a high plase in the development
of the new art ...

Alfred Steiglits ...

The wonderful work of Alfred Steiglitz made the Americsn art world
pore ewere then every before of the possibilities and velue of
photography. And we enter a brillisnt new period in the art of
the camera. The photogrephere became absorbed in form, design,
composition. Muﬂthcmnm_thpamum
world we live in == the beauty of everydsy scenes and things.
Apd with the new mobility and speed of the esmera, the modern

photogrepters pursued the most interesting quarry of all -

busanity. They caught pictures of people unaware -~ in fleeting
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motions and attitudes end expressions =- in lights and places that
were impossible bofore, With photography reaching millions of
people through books and magasines, the camera became a great
sociological tool =~ and so, the early twentieth century produces
still another important development in photography, strongly
influenced by the work of another American ........

Hine took his camera into slums and factories and showed under

what conditions young children worked, and how the immigrants crowding
into America were forced to live, Today modern photographers,
carrying forward this theme, are making us aware of current

social problems which democracy can solve., Another fruitful field
for the modern camera artist is recording the aprearance and history
of our transient and changing world, so that people in the future

may see what we and our world of the twentieth century sctually
looked like. The point of view of such photographers has beem

called documentery. Among the distinguished workers in this

aspect of cemera art 1s a young American womsn — Miss Berenice Abbott.
Her photographs are not dressed up with trailing clouds, or

dramatized with superficial tricks. Her work is "straight photography®.
In the midst of traffie, haste, vibretion, crowds, Miss Abbott has
gone sbout the city of New York, capturimg the rate spirit and essence
of the metropolis in her smazing book of photographs == Changing

New Tork, Her work was recently exhibited in the Museum of Modern

Art, and she is our guest on our program tonight.
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CAHILL (cont'd) Miss Abbott, suppose you tell us — what do you look for whem

you point your cameral

Well, Mr. Cahill - it's been my experience that no matter where
one turng -~ there is abundant sudbject matter to illustrate the
changing, rapidly venishing America as it is today. Citles,
towns, suburbs, country =- all reveal significent things about
the world we live in. But that doesn't mean that everything
and snything should be photographed. Many things about our
1ife and world that we may want to convey are not suited to
photography -~ but would be better express in painting, perhaps
in writing. The importent thing is for the photographer to
select those which are best expressed through the medium of the
csmera. A good photographer is selective,

And gelectivity is a mark of the artist. Your own work shows us
Mmmmm\hmmtdntdhw.ﬂ
for the benefit of those who haven't seen your work, suppose you
try to describe those things in words.

Goncrete tangible things, Mr. Cahill. Real pecple as they act

in 1ife. The structures and objects with which, and amld which,
we 1ive. The texture and surfaces of materials: —- buildings of
wood, stone, brick, steel, glass. Automobiles and Dattered trucks.
The wear and tear of weather on the city's face. Perhaps this

phrase can gum it up: —- the forms and shapes of our existemce
in the living world of our time.

Now, Miss Abbott — as your photographs have demonstrated -- %o

register these things, and reveal their values, is more than a

matter of clicking a tutton ani getting a clear clean proof. Once
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-'-
agaln, we need the artist as well as the craftsman.

ldl—mthtmlnmlmnmnefmhthhm.
There is a joy in visual awareness. You see things which have a
stirring emotional impsct =- and you have the opportunity %o
translate that into a resl picture, for others to share. That
um:qm,lnmrmumtummmmtu
to say. !‘umﬂhmmuwm*ﬂmfﬂl
is sssentisl about the subject. To do that, you call upon com=
position and design.

In short, you don't just point the camera and shoot.

h-mtifmmttomthownunondinm
Then, everything the photographer knows, feels, has done ——
everything the photographer is —- become integrated and is givem
expression in a good picture. Phat, for instance, is the real
mﬂmlmNtMumdphoW-—m
physics and optics and chemical emulsions. You need such technical
mxumu-tmummunwm-ump
mmmmmmmﬂdmhmm
ﬁm.ﬂﬂmvﬂhm'&ﬁm. Inecidentally,
uthiutnllﬂthmllhthismﬂﬂthadmm
vision, and the sclentific lens. A good photogragher mst see
everything. He looks at a subjeet, btut at the same time, ho sees
everything else in relation to that subject.

m.munun--mmofmmmnuuhn
meny sided experience. But to use a photographic term, where

would you put the focus of the work of the modern photographer.
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Why not put it on the personsl vision behind the the camera
lens? The good photographer must be a bit of a chemist, and a
utdamﬂw.htmnnﬁhsmmhdmm
trown in. Pletures — 1ike life — would De a pretty glum
affalr, without aesthetics, without creative expression. Therds
the heart of photography. And as it spreads to sn ever vaster
end wider endience in the modern world, we ses the real use of the
a7t of the csmera. It's art in a new sense — the sense of
inforning, edifying, giving delight and knowledge of the world
we live in. Now, I feel that photography, after a hundred years,
honujutbo‘miutolhoﬂﬁ.ﬂdm.ndbitir!ﬂ
work, in the world.

Thenk you, Miss Abbott.

CLOSING
You have been listening to "What's Art to Me", a program produced

wmm-mmsmhtmmnmmmum
¥useum of Modern Art in Hew York, with Holger Cahill, one of
America's eminent writers on art, as commentator. Hext week at

thhmu-o.mﬂnmnmam "lodern Housing®.

If you enjoy these broadcasts, we $hink you will also find I.ntum

in the Columbia series, "So You Think You Know W. heard every
Sunday afternoon over many of these stations ...
This is the COLUMBIA........BROADCASTING SYSTEM

(Pade theme 20 seconds)
m....m m
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Let's ask Mr, Howe

has t0o say on

-1 5 ¥ b= v & o
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Originally what me

work, a place of
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(-m BROADCASTING SYSTEM)
(&_!__lp_ltg? m‘ im _ll’..ltp)

The Columbis Broedessting System presents —

"Rhat's Art To Me?"

A program presented each Saturday at this time in co—operation with the
Museum of Wodern Art in New York City. Todey's broadcert is calleds

"hhat Makes the Movies Tick®, and we begin with & scene on West 53rd Street,
New York. A middle-aged couple hesitates outside the revolving doors of
the Wuseum of Modern. The man goes closer and peers inside at the cool
welle, BHis wife beckons him sway. They retreat to the street curb and
whisper together., Then they take coursge and go in. o W

(FADE IN NOISE OF PEOPLE, WOMEN's UOICES ANSWERIG LNQUIRIES)

NG WOMAN: No, the Italisn Masters Exhibltlon opens lete in Janusry.

fo a

o

Thank youe

The Auditorium is down the gtaircese on your left ...
s

YOUNG mzh.lpyunair?

TpDLETONs Pardon me, but — is there a Museum connected with thie bullding?

[OURG m' m’ this 3_'. the Museum.

This scene is mo plece of fiction. It sctually havpened., 4nd it'e & natural
question from snybody who knows what & Museum ususlly looks like, But the
Museum of Modern Art wes designed to help every sort of visitor to New York
i - = ]
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enjoy the best that our century hes done in painting; photogrephy; building,
industrisl deeign; and the movies, Take the man who just put that question.

Tes, take me, for example. I'm 42, My wife is 36.
In March, that is,

THat's right, too. We live in Western Pemnsylvenis just sbove the Susquehanna
Walley. I am enployed in the shirt manufacturing businees. I earn eleven hundred
and thirty dollsrs a year.

Eleven hutidred end thirty three, John.

Yeah, 1155. The three dollers goes for my fishing license, I fish mostly in the
Spring.

What interested you in the Musesum of Modern Art?

Well, the thing is thist my wife's crasy about the movies. Ve go a lot in the

winters When I hed my vacation, we thought we'd teke a look at thie Museum we'd
heard about. We couldn't guite figure what the movies had to do with & museum.

mmtﬂ-:ﬂl,mgmwum-. Anyway, what is & Film Library?

What was the last movie you saw?

Mr. Smith Goes to Washington.

How would you like to see it again sometime — sey in 19552
I gusss that'll be impossible.

On the contrary, that's wbat the Film Library tries to do. They have collected
movies of every coumtry and every decade since the movies were invented. They

have the first stripe of film that Edison plsyed around with, And they have
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"It Happened One Night*. You can see Queen Victoris's funerel, es well es the
mhm.

Well, now, there's & side of the movies thet I'd like to kanow much more about,

© o but I'1) bet a Museum wouldn't be interested.

Narmee

pes

Vg

. W3///111

¥het would thet be?
Oh, don't mind him, Mr. Frank, he's always worrying himself silly sbout tricks.

No, it's not ‘tricks, I want to know whare I am with movies. Whet makes
reinstorns? How do they film wrecks st sea? Well, hoe do they do 17 What

" makes the movies tick?

Mr. Middleton, I think we have the very msn for you, He was European tachnical
supervisor, for many years, for Fox. 4nd a sound recording mansger for United
Artists here., Mr. and Mrs., Middleton — Mr, Ted Lawrence.

1. How do you do, Mr. Lawrence.

2., Glad to know you, I'm sure.

Mrs. Middleton .. Mr. Middleton. What's the first thing you'd like to know?
t's see. I don't undterstand how & movie actor can be in & movie about the South

Bess and then the following week get up to Alaska in time to make & movie about

| the north-west?

That's an easy one. The answer le he doesn't ever go there. A movie like

" Ceptains Coursgeous or Hurricane is msde without a single sctor ever leaving the

studio lot.

But you could see Jon Hall end Dorothy Lamour walking on the eamd in fromt of

real tropicel folisge.

®*In front of" is right., What she was wolking in front of wae not a South fea

i{sland but a projscted movie of one,
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' ,: h Fur =41 — it o
hhﬁ'-nhm:uutm. In the eerly days, the movie people could meke movies about
L

[

“"mMdthotuﬂd,hw;moitmmymiutohlﬂtotmm
sctors and the whole working erew off to Brasil or the South SBees or wherever it

Eali. s ;

happened to be, They got arcund this by choosing Hollywood as the movie capital
Because Hollywood was in essy reach of so many different types of natural scemery.

. _l‘l-_nn see a movie supposedly ebout Yorkshire or the South of France or the Alps
ﬁ; Epain or Persis, you can be pretty sure that you're not more than a hundred miles
from the coast of Southern California, But then they discovered a much better system,
which we call "background projection®. They sent out newereel men to shoot the actual

uw.y.of countries all over the world, All right, theee newsreel men send back all

sorts of shots of Hawaii, sey. In Hollywood Jon Hell end Dorothy Lamour set against

a translucent screne, behind which ie & very brillisnt projector. When they stert
filming the action, they project on to that screne from behind the rcenes the newsreel
men mede. The result ig you think you are seeing Dorothy Lamous in Heweil, or wherever

it was.

How about scenes like Clark Gable in Test Pilet and Too Hot To Hendle. You mean they

don't reslly have to photograph it in an eirplane?

If Clerk Gable likes {lying, that's hie own affsir. There's absolutely mo need for him
m“pmm.mmtuniualammrut?mt. When you see him in a
cockpit, that's probably & little cage which ia mede to sway mechaniecally, maybe about
mg“trrumpmmd. But beck of him, shoring on that translucent ecreen, are
perfectly genuine shots of & moving lsndscape or elowds. Notice, it's the clouds that

sve, not Gable, but you'd mever guess that when you see them together.

How sbout the gounds, liks tribal dances, rain, tropical storms and &o onm.
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? They're real smough but are practically never recorded et the time. Fact, you'd
be surpriced how often the sound is resl vhen the picture is faked,
l .. m'h“ <AaSBL N
": —

ﬂnlnnm;, for instence, Hollywood has en ewful lot of climste,
But they don't have snow. So they heve to make it

:l}'l'bodl-'nl
Lk ) L] & 3 § i 5 0
They pile the streete and sidewalks with borax and natural salts of one kind and
asnother. And to record a man walking through smow — the sound engineer uses & pack

of corn starch wrapped in ordinary tire tape .. Like this ...
(PATTING CHEST FOR MUFYLED FOOTSTEPS)
You say that rein is the right sound but not real rain, Why not?

s Well, you see, so many outdoor scemes &re played indoors that, for instance, rain is
mede by overhead sprinklers, but the sound you heer is probebly a strip of film
rocorded some other time in n sctusl reinstorm, (RAIN EFFECT IN AND OUT) There's
an awful lot of that done by sound crews working on their own time. Every studio
has accumulated a2 huge library of sound track of things like rain and thunder and
bisds and bullfrogs. (BIRD EFFECT I AND OUT) Moet of the bird scunds for instence
are short loops of 5 minute filmes., They go round and round but the series of sounds

is long emough for you not to notice the repetition,

H. Does the natural sound alwaye record the way it sounds in real life?
L

&m Nof, it does mot. Neither does the picture — it would be impossible to shoot outdoor
’
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might scenes at night. You've seen the Lone Renger riding through a pass on &
moonlight night, That's shot on infre-red film, st any time of the day when the
Sun is brillient snd the sky ie blue. Then take scenes thet call for mist. If

you could see them shooting it, you'd see a couple of stagehands just off the scene
using something that looks like & combination blowtorch and stomiser, They are busy
H-“Oﬂwimthdrmuntmuym.uus the scene.

e
MR, M.  And the sounds?
.. . i .

m Id.l, I'1ll give you & few examples. In one of the early elapstick comedies they were

lyllhrelili.n( for sound. They had to do & runaway junk wagon going over ubbhlm.
They used e child's toy engine end ran it back smd forth over a washbosrd. Another
ﬁ;o we had to show a scene on the deck of an ocesn liner, with & conversation going
on just over the engine room.

How do you get those effects? All those sounds that meke it seem as if the actora
are really on a ship?

Well with Fred's halp I'1l try to show you how it's done. Suppose we have a sceme in
which the asctors are standing on deck leaning ageinst the ehip's rail. The first sownd

of wrich we become aware is the deep throb of the engines like this,
(£0UND)

Now, we begin to notice other harbor sounde ...

(souxD)

The wind freshens up & bit.
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How, Mrs. M. ... do you have a little more respect for my curiosity?

1 think 1t's mighty clever but I don't know that I'm convisced it makes much
difference to the way I enjoy the movies. After all, s technicisn can't give
your favorite movie stare much that they haven't got alresdy.

f“l don't think eo? Let me show you something that doesn't occur to one person in
ten — when they're seeing a movie. BSuppose the scene portrays & house on fire

4 house on fire?

An actor can sct his fece off to show his reactions to such & ecene, but he couldn't

make the fire seem real without a little help from Fred over there rustling straw between

his fingers.
Straw?
That's the usual thing?

Well, I'm quite sure you'd never make me believe my house was on fire unless I saw it

with my own eyes.

I'd like to take you up on that, Mre. Middleton.

How?

Tell me, when you go sway from home, ie there anybody you leave in charge.

Well, there's Nellie — she comes to clean in the afternoon and cooks Mr. Middleton's

supper when I'm not there,

411 right. MNr, Middleton, would you like to step over to another microphone for a
ment. Now, Mrs. Middleton, if you'd be good emough to #it in thie corner. And

just sid there and keep your eyes shut. We'll see what we can do to get your house

.bu.. . All r:l.xht .
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\ _‘?'ﬁ- it's a small freme house stending mbout thirty yards back fron the road in a
‘ﬂll town in Western Pemnsylvania.

- (wusIC ,....)

" Back of the house is a long hill covered with & stend of young pine., I guess I'm
sitting in the living room and Nellie's drying dishes in the kitchen ... Nellie?

mg Yes, ¥Mr. Middleton,
mmm take this coffee awsy now.

NELLIE: A1) righty, sure you wouldn't want another helping of pie.

MIDDLETON: Mo thanks Nellie — do you smell smoke?

I sort of thought I did. I hove it isn't that kindling Johm brought in. I told him

he was leaving it too close to the stove. When you've got & coal stove you have to
be care —

Wait s minute. There is a fire in the kitchen —— Nellie half the kitchen's on fire,.

Call the fire department quickly.

(OFF MIKE) Yes sir — Oh Dear.
I 1t get into the kitchen. If the fire should reach thet can of cleaning fluid we'll
can't ge

3 - axslsston T.n“_tomﬂ..!om... tell them to hwrry. The whole

kitchen's ablaze —- it'e reached the gasolinel
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(COMES IN KXCITED FEOM NEXT ROOM) Stop,

M s

[SOUND =

OPS ABRUPTLY, EXCEPT FRED GOES ON QUIETLY KUSTLING STRAW «.e. )

‘Okay, kill the sound, boys.
(FRED STOPS CRACKLES)

MRS, M, Ih"-:' John, ere you all right? I was scared stiff ...
MR. M.  Take it easy now ... It waes all done on & sound track,

NCE| Now, Mrs. Middleton, you know what mekes the movies tick ...

L
il,r, I']1l gay ..
(ORCHESTRA IN TO END)

You have been listening to a progrsm called, "What'Makes the Movies Tick", the

broadcast in a series, being presented each Saturday at this time in

‘co—operation with the Museum of Modern Art in New York City. Next Saturday,

January 20th, the thirteenth and lsst broadcast in this series will be given,
‘when we prezent a program entitled, "The Adventure of Modern Art".

-
‘:*'# " Phis is the COLUMBIA ,.. BROADCASTING SYSTEM,

- fade theme 20 seconds -

"Bc sassnsn NEW IOB‘




